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 Abstract 
The following report presents the analysis of ten contemporary fragrance commercials in                       
accordance with a semiological approach that has allowed for a cultural discussion of gender                           
and its perception and maintenance within the dominant ideological system within capitalist                       
society. The theoretical framework employs Louis Althusser’s theory of interpellation and                     
Theodor Adorno and Max Horkheimer’s comments on the influence of the culture industry to                           
illustrate how ruling class ideology reinscribes capitalist ideals of production and gender                       
ideals that sustain a bourgeois citizenry and asymmetrical power relations. To discuss the                         
aspect of gender, Judith Butler’s conception of gender as a performative act is utilised to                             
contend that gender identity is fluid and multifarious. These theoretical considerations are                       
selected based on Jacques Derrida’s deconstructionist approach which, in this project,                     
destabilises common assumptions ascribed to the gender binary system. The scope of the                         
project discloses conformity and deviance from formally established gender norms within                     
Western society, however, their persistence remains unquestioned unless familiar frames of                     
reference are altered or developed. 
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 1. Introduction 
The purpose of this paper is to contribute to the discussion of gender representation in                             
contemporary Western society, namely, by investigating televised fragrance commercials that                   
target men and women. The concept of gender has received much attention and criticism                           
within the latter half of the 20th century and continues to be discussed today. Judith Butler                               
has been a prominent theorist on the matter and argues that the repetitive                         
reproduction/performance of gender aids in sustaining the gender system within a binary                       
framework (1988: 526). In connection to this, through the analysis of ten contemporary                         
fragrance commercials, we intend to illustrate how the advertising industry reproduces                     
normatively­presented gender roles, ​and what implications this may have for the perception                       
of gender. 
Departing from a feminist point of view and on studies of women’s representation, we                           
intend to explore how gender norms are presented and dealt with in televised fragrance                           
commercials in contemporary Western society. In order to present the different ways                       
advertising can reinforce established gender ideals and create a discussion around gender,                       
theories within cultural studies have been invoked, namely, Theodor Adorno and Max                       
Horkheimer’s notions on the culture industry and Louis Althusser’s theory of interpellation.                       
Additionally, since we focus on the portrayal of stereotypical gender ideas in commercials,                         
theories of subjection, discourse, and gender have been included. The formation of the                         
gendered subject has been extensively discussed by Butler, who suggests that “the body                         
becomes its gender through a series of acts which are renewed, revised, and consolidated                           
through time.” (Butler, 1988: 523). The combination of the aforementioned theories can                       
contribute to the discussion of gender from a postfeminist viewpoint.  
 
Second wave feminist frames have frequently been challenged and criticised regarding initial                       
epistemological suppositions that mainly concern patriarchal oppression being perceived as                   
universal (Brooks, 1997: 2). The word ‘post’ indicates an ongoing process of change.                         
Postfeminist arguments have caused a shift from structure to discourse, with a focus on                           
theories addressing sexuality, subjectivity, and textuality (ibid.: 6). Maureen McNeil explains                     
that the theoretical examination or deconstruction of categories and discourses is due to the                           
“failure of ‘the equality trajectory of feminism’” ​(McNeil, 1993, cited in Brooks, 1997: 40).                           
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 Thus, postfeminism refers to this interconnection of feminism with cultural theory, namely                       
postmodernism, poststructuralism, postcolonialism, and psychoanalytic theory (Brooks,             
1997: 4, 7). The feminist point of departure for this study in combination with postfeminist                             
and post­structuralist theories creates a framework for the discussion of gender representation                       
in commercials. 
 
It is widely understood that advertising corporations appeal to familiar frames of reference in                           
contemporary Western society; “advertising messages are appropriated and distilled from an                     
unbounded range of cultural references . . . the borrowed references are fused with products                             
and returned to cultural discourse” (Leiss et al., 1997: 193). In the case of gender, as Butler                                 
argues, the cultural meanings are enclosed within the “system of compulsory heterosexuality”                       
(1988: 524), in which bodies develop to be “sexes with ‘natural’ appearances and ‘natural’                           
heterosexual dispositions” (ibid). This system can be said to also be reproduced by                         
advertising for the purposes of promoting goods. However, even though ‘familiar frames of                         
reference’ are becoming more diverse and contended, as new understandings of gender and                         
identity are being introduced (for example, transgender, homosexual, bisexual, androgyne,                   
agender,​1 ​etc.), it has not been apparent within the scope of our research. Therefore, the                             
purpose of the project is to scrutinise the implications and limited scope of the gender                             
narrative(s) put forth by the advertising industry. This will be accomplished through an                         
individual and collective study of the selected commercials. 
 
The methodological tools utilised for the analyses will allow an investigation into how gender                           
stereotypes are presented in and sustained by contemporary televised fragrance commercials​.                     
To achieve this end, the dyadic model of the sign by Ferdinand de Saussure and Roland                               
Barthes’ theory of denotation and connotation, as well as the notion of myth will be utilised.                               
Such a textual analytical method will be employed in order to examine how gender                           
representations are portrayed in ten televised fragrance commercials and which signifiers                     
signify traditional and idealised feminine or masculine qualities. The analysis of the study                         
also serves a different purpose, as we intend to establish a discussion on how gender                             
meanings are reproduced and maintained. Derrida’s deconstructionist approach is adopted as                     
a mode of thinking in order to destabilise gender representations and ideologies presented in                           
the commercials, which has led to the following problem formulation: 
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 Problem formulation 
What can the narratives of the selected commercials tell us about the social formations                           
regarding gender roles? Why is gender restricted within a binary system of representation in                           
these commercials? 
 
1.1 Definition of terms 
It is essential, however, to firstly present a brief definition of each of the main concepts                               
discussed which will allow for a more comprehensive understanding of the following                       
theoretical framework: 
 
Binary oppositions 
According to Derrida: “the whole of Western thought since Plato and Aristotle is structured                           
in terms of binary oppositions [two terms that directly contrast one another]. This means that                             
the Western tradition . . . tends to divide conceptual material into categories of binary terms.”                               
(cited in McQuillan, 2000: 8, brackets added). One of the terms in binary opposition will                             
always be more privileged than the other (ibid.), thus the identification of gender binaries will                             
allow us to critically reflect on how the commercials reproduce gender stereotypes, where                         
one sex can be seen as possessing more advantageous traits than the other. 
 
Discourse 
Discourses can be considered as ‘‘primarily instrumental devices that can foster common                       
perceptions and understandings for specific purposes’’ (Howarth, 2000: 3). They can be                       
considered as abstract systems of knowledge, or shared understandings of the social world                         
(ibid.). As Althusser states: ‘‘the ‘obviousness’ that you and I are subjects and that that does                               
not cause any problems is an ideological effect, the elementary ideological effect.’’ (1971:                         
172). Therefore, if subject positions are an effect of ideology, then subjects are formed with                             
ideology (discourse) through the process of hailing, as the theory of interpellation suggests.                         
This process naturalises social practices and roles, leaving the subjects under the impression                         
that the internalised ideas are their own (ibid.: 168). According to this, gendered subject                           
positions can be said to be formed by the ideology bound to certain gender meanings and                               
understandings. Thus, when the term ‘discourse’ is used within this paper, it will refer to the                               
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 already established meanings that have historically been produced through processes of                     
hailing. 
 
Gender 
The aforementioned theories will create a prime supportive basis in order to discuss the                           
influence of media culture on gender categories and behaviours. The notion of gender in this                             
paper follows the arguments of Butler and will be viewed as historically and culturally                           
constituted by social processes; a product of repeated gender performances. As she states,                         
‘true’ masculinity and femininity are not to be considered as natural, but constituted through                           
performances, thus gender reality only exists as long as it is performed (Butler, 1988:                           
527­528). 
 
Interpellation 
Althusser’s definition of ideology is “the system of the ideas and representations which                         
dominate the mind of a man or a social group.” (Althusser, 1971: 158). In terms of the                                 
telecommunication industry, in this case, the sphere of fragrance commercials, ideologies                     
regarding male and female representations are embedded and reproduced in order to sell a                           
product. However, Althusser also regards ideology as an illusion that is used to create                           
solidarity in different class positions (ibid.: 159); ideology thus ​alludes ​to reality to transform                           
individuals into subjects that conform to certain ideals. This process of transformation is                         
conceptualised as ‘interpellation’, a method by which ruling ideologies ‘hail’ individuals                     
who, after responding to society’s ‘call’, become subjects of that society. Such a method of                             
transforming individuals to subjects may be taking place when fragrance commercials present                       
a very limited scope of gender representation. 
 
1.2 Motivation 
The motivation behind this study derives from initial readings conducted within feminist                       
studies. Betty Friedan, an American journalist, writer and feminist, authored the book ​The                         
Feminine Mystique (2001, originally published in 1963) ​to highlight the influence of social                         
institutions and social formations on women’s lives. Friedan questioned the fact that, though                         
women were more eligible to pursue higher education and enter the workforce ­ at least                             
officially, the majority chose to become full time housewives: 
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“It is more than a strange paradox that as all professions are finally open to women in                                 
America, “career woman” has become a dirty word; . . . education for women has                             
become so suspect that more and more drop out of high school and college to marry                               
and have babies; that as so many roles in modern society become theirs for the taking,                               
women so insistently confine themselves to one role” (Friedan, 2001: 92) 
 
Women were restricted to one role: their role as housewives, and were expected to “devote                             
their lives from earliest girlhood to finding a husband and bearing children” (Friedan, 2001:                           
44). Friedan labels this issue ‘the problem with no name’, and describes how women in the                               
1960’s felt unhappy with their lives, which resulted in an identity crisis for many of them.                               
They were discouraged from thinking about their personal identity as the appropriate answer                         
to the question of “who am I?” was: “a wife and a mother” (Friedan, 2001: 96). The                                 
advertising industry quickly realized that housewives dominated the material world and were                       
suffering from an identity crisis, a fact that could be utilised to increase sales figures: 
 
“American women no longer know who they are. They are sorely in need of a new                               
image to help them find their identity. As the motivational researchers keep telling the                           
advertisers, American women are so unsure of who they should be that they look to                             
this glossy public image to decide every detail of their lives” (Friedan, 2001: 96) 
 
The advertising industry manipulated American women by suggesting that they could acquire                       
a sense of identity through purchasing material goods. This manipulation reinforced the                       
feminine mystique as women were once again being told how they should be. They were                             
expected to be ‘feminine’ and, according to the commercials and other industries, femininity                         
revolved around how to be a good wife and mother and how to excel within the domestic area                                   
(Friedan, 2001). By questioning if the advertising industry still reproduces stereotypical                     
gender ideals, we may also discover if said industry reinforces a new kind of feminine                             
mystique.  
7 
 2. Deconstruction 
Deconstruction as an analytical strategy is regarded in this project as the mode of analysing,                             
thus as a ‘way’ of thinking and approaching a text. It is conceived neither as a theory nor a                                     
method but as a meticulous reading of a text. Consequently, the fragrance advertisements                         
chosen for this project, treated as texts, will be closely read and conscientiously analysed. 
 
“What deconstruction is not? Everything of course! 
What is deconstruction? Nothing of course!” 
(Derrida, ‘Letter to a Japanese Friend’ 1983) 
 
It would be impossible to outline deconstruction as a set of steps to follow, as it is embodied                                   
in the way Derrida approaches a theme; a text. In the following chapter, we will present what                                 
deconstruction entails for a variety of scholars, including Derrida himself, in order to delimit                           
how deconstruction as an approach will be adopted within this paper.   
 
A deconstructionist approach critiques the philosophical Western tradition of centring truth,                     
being, and presence as the fundamentals to an ontological question that is based on the                             
repression of absence and difference (Culler, 2003: 4). Deconstruction aims to “critique the                         
fundamental categories of western discourses by exploring how these categories have been                       
constructed in and by the discourses that rely on them.” (ibid.) It focuses primarily on “the                               
traditional binary oppositions that have structured western thought since the time of the                         
Greeks.” (ibid.) Binary oppositions are referred to as unities that are always in contrast to                             
each other; one is always privileged over the other (McQuillan, 2000: 8).  
 
One of the most characteristic texts of Derrida, apart from the aforementioned philosophical                         
approach, is the critique of structuralism in relation to language in ​Of Grammatology​. Derrida                           
notes that:  
 
“The written signifier is always technical and representative. It has no constitutive                       
meaning. This derivation is the very origin of the notion of the “signifier.” The notion                             
of the sign always implies within itself the distinction between signifier and signified,                         
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 even if, as Saussure argues, they are distinguished simply as the two faces of one and                               
the same leaf. This notion remains therefore within the heritage of that logocentrism                         
which is also a phonocentrism” (Derrida, 1997: 12) 
The latter is a starting point for Derrida’s approach to language. As he notes, two faces of one                                   
leaf is part of a larger system of logocentric ideologies occurring in structuralism.​2 ​The term                             
‘logocentric’ is referred to as:  
“the more of thought which works through the erasure of the metaphorical status of                           
privileged terms within a binary opposition in order to support a conceptual order                         
structure around the valuing of such terms as positive. Thus logocentrism constructs,                       
or centres, sense and meaning around the identity of these terms, while disguising the                           
unresolvable tensions within them.” (McQuillan, 2000: 12) 
Logocentrism thus privileges certain terms in order to create a hierarchical order of meaning                           
and reproduce these meanings to make them appear natural within various discourses (art,                         
philosophy, culture) (ibid.: 9­10). As McQuillan states, Western tradition is built upon the                         
structure of binary opposites such as man/woman, black/white, voice/silence etc. (ibid.: 8).                       
The privileging of the term ‘man’ over the one of ‘woman’ conceptualises a phallocentric                           
understanding of the world. Phallocentrism privileges the man and sustains a subordinate                       
position for the woman and, in this way, naturalises patriarchal modes of thinking in Western                             
history (ibid.: 9). The combination of patriarchy, as the mode of male superiority, and                           
logocentrism, as the hierarchical order of meaning, has been termed as phallogocentrism. 
By extracting words, phrases and objects that appear within the selected texts, we will                           
identify how the advertising industry utilises such constructions to represent ‘reality’, as “the                         
function of such descriptions is not to reflect lived reality but to construct the identity of the                                 
privileged term” (McQuillan, 2000: 9). By establishing how the commercials utilise                     
phallogocentrism (a combination of both phallo and logocentrism) one may expose the                       
privileging of one gender representation over another and critique this representation.  
 
2.1 Deconstructing binary oppositions  
The binary opposition of man and woman made its first appearance in Aristotle’s discourse                           
on politics, placing women as the “nourishing medium and the body of nature, which is                             
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 unformed and irrational matter.” (Feder et al., 1997: 1) Aristotle banishes women from any                           
political or rational activity, and deems them as suitable only for reproduction (ibid.). This                           
notion of a woman, as a nourishing entity, did not change much over the next few centuries.                                 
Derrida also addresses the ontological question of woman as a point of departure for his text                               
Spurs (1979). Here, he argues that the binary opposition of man/woman is part of a societal                               
division; women’s role in society is placed upon her through a system that has been                             
patriarchal for centuries (ibid.: 25­26). By using linguistics, philosophy and deconstruction,                     
Derrida delimits the subjection of women throughout time. By examining various discourses                       
and examples, he establishes that gender is nothing more than an accomplishment; the results                           
of actions women either take or not in relation to their bodies are an accomplishment that is                                 
determined by a patriarchal hegemony (Derrida, 1979; Feder et. al., 1997). As a starting                           
point, Derrida addresses Nietzsche’s ontological question of ​being in relation to the German                         
and French words for women; woman/women/femme/Frau and the variety of connotations                     
presented within the context of the feminist movement (ibid.: 8). He notes that this wide                             
range of ways to address women criticises “the feminist desire for a single concept of                             
woman” (ibid.: 9) and stresses the plurality of the movement so as not to fall into an                                 
essentialist notion. 
   
Furthermore, one of the core arguments in ​Spurs ​is that “gender identity is always in relation                               
to essentialist ontological claims.” ​(Feder et al., 1997: 21) In other words, the essentialist                           
notions circumscribed by masculine subjectivity always dictate the gender identity of the                       
individuals (the female subject) (ibid.: 22). By deconstructing these structures, Derrida                     
advocates an abolition of ontological dogmatism and phallocentrism (ibid.).  
A deconstructionist approach to these oppositions questions the hierarchical positions                   
of men and women established in advertisements by illustrating how they are presented                         
(Culler, 2003: 4). This will be accomplished through the use of semiotics, as one cannot                             
deconstruct what has not been constructed. By undoing and criticising its modus operandi we                           
plan to discuss the gender restrictions and frameworks that need to be re­examined. In this                             
sense, we advocate a space of possibilities regarding gender roles and categories. As                         
McQuillan states, scholars who wish to engage with deconstruction ought not to follow                         
certain steps in their study, but to consider new ways of thinking (2000: 4). Thus, the                               
deconstructionist set of thinking we adopt, regarding the discussions around gender                     
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 stereotypes presented within TV commercials, is conducted in order to challenge the                       
established structure of gender into categories. 
 
2.2 Différance 
Différance, for Derrida, is “the possibility of conceptuality . . . the system that puts différance                               
into play, is the means by which concepts are produced and so the means by which thinking                                 
can take place.” (McQuillan, 2000: 18). Différance is an intrinsic part of deconstruction in the                             
sense that when one is deconstructing binary oppositions, the différance is what comes into                           
play in order to destabilise this system. According to McQuillan, “when we say that we are                               
deconstructing a binary opposition, it is meant as an attempt to think through the complexities                             
of this concept called différance.” (ibid.: 19). Thus, différance will be the way in which the                               
case study is approached by challenging the binary opposition of men and women: a gender                             
conundrum, and a trans­positioning of gender stereotypes that are presented in the                       
commercials.  
The analysis and the discussion of this paper can be regarded, within the Derridean                             
framework, as ‘différance’. The question and destabilisation of the binary opposition                     
man/woman is the ‘doing’ of différance within the present study. Rather than limiting                         
ourselves to the representation of gender structures as presented in TV commercials, we “put                           
difference into play” by questioning the polarised gender system presented in advertising,                       
since, as Derrida states, différance “is the structure which makes difference itself possible.”                         
(McQuillan, 2000: 16). 
 
2.3 Structuralist and poststructuralist approaches  
Structuralism is concerned with the system of structures “and more particularly with                       
examining the general laws by which they work.” (Eagleton, 1996: 82). As part of the                             
structuralist movement, and as an attempt to apply methods to texts, Saussure’s theory of                           
semiotics suggests the structure of languages in a system of signs (ibid.: 84). As a first step                                 
that falls within the structuralist approach, we make use of semiology in order to make visible                               
the gender constructions presented in the chosen commercials. The advantage of the                       
Saussurean structure will be utilised in order to establish the social structure regarding                         
gender.  
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On the other hand, the most important characteristic of post­structuralism, in the constant                         
effort of their most prominent figures, is to challenge the system of structure that was                             
characteristic of the structuralist movement. Post­structuralist thinking, for instance, “divides                   
the signifier from the signified.” (Eagleton, 1996: 111). The chain of signification does not                           
follow the same path every time as the signs are repeatable and divisible. This is due to                                 
language not being as solid and stable as structuralists consider it to be (ibid.: 112). 
Thus, poststructuralism challenges the system itself and uncovers its instability                   
(Bennett & Royle, 2006: 144). By firstly identifying the gender roles and stereotypes as                           
presented in the commercials, we will proceed to challenge these gender structures and put                           
them into perspective as a critique to gender identity in contemporary Western society. This                           
procedure will consequently bring the conflicting knowledge­perceptions of structuralism and                   
poststructuralism into play and challenge the preconceptions and assumptions tied to the                       
established constructions of gender present in the commercials.  
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 3. Theoretical framework 
The main theories cited for the purposes of this paper include Althusser’s theory of                           
interpellation, Adorno and Horkheimer’s theory on the effects of the culture industry in late                           
capitalism, and Butler’s theory of gender as a performative act. Althusser’s interpellation                       
theory outlines how the culture industry, as one of the Ideological State Apparatuses, ‘hails’                           
individuals to perform and behave in certain ways. In this case, the focus will be on the                                 
fragrance commercials and how they may interpellate individuals to act according to                       
prescribed and inscribed conventions. Adorno and Horkheimer theorise that the culture                     
industry produces ‘sameness’: a tedious repetition of idealisms presented by late capitalism                       
that encourage people to adopt and reproduce culturally relevant norms and practices, and                         
that if these norms are not adhered to, one becomes marginalised. Butler’s theory of gender                             
performativity becomes relevant when discussing multiple actors in the historically produced                     
‘act’ of gender, and that various other means of gender representation can be produced and                             
altered according to cultural conventions. This chapter shall present the theories in more                         
detail and explain how they may aid in conceptualising gender representation in the chosen                           
commercials. 
 
3.1 State Apparatuses 
In his essay “Ideology and Ideological State Apparatuses”, Althusser (1971) discusses the                       
relation of the State, as viewed by the Marxist classics, to modes of power and ideology. By                                 
moving beyond the Marxist ‘theory’ of the State, the French philosopher calls the State                           
Apparatuses ‘Repressive State Apparatuses,’ and introduces an additional reality, the                   
‘Ideological State Apparatuses’. 
The Repressive State Apparatus includes the government, police, army, etc. and                     
ensures the individual's compliance with an enforcement, and thus mainly ‘functions by                       
violence’, which can be physical and nonphysical (Althusser, 1971: 143). This type of                         
apparatus is only singular and acts within the public domain, while its different parts are                             
centralised under a single authority (ibid.: 149). The second type of apparatus manages the                           
interpellation of individuals differently. It predominantly “​functions ‘by ideology’​”, (ibid.:                   
145, italicised in original) and includes the churches, schools, family, the political system,                         
communications, etc. This apparatus is mostly part of the private realm and consists of                           
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 multiple parts that are autonomous to a significant degree (ibid.). For the purpose of this                             
project, the latter will be the focus, specifically in reference to the communications apparatus                           
(ibid.: 143) which includes the press, radio and television (and, more specifically, the                         
televised fragrance commercials).  
 
3.2 How do commercials reproduce cultural ideologies? 
The concept of Ideological State Apparatus then leads to Althusser’s discussion on ideology.                         
For Marx, ideology is considered to be “the system of the ideas and representations which                             
dominate the mind of a man or a social group” (1971: 158); which is believed to exist in                                   
imagination and to have no history of its own (ibid.: 159­160). 
However, as Althusser attempts to explain how ideas influence the individuals, he                       
suggests a different kind of definition: “​Ideology is a ‘Representation’ of the Imaginary                         
Relationship of Individuals to their Real Conditions of Existence​” ​(1971: 162, italicised in                         
original). Ideologies, such as religious, political, ethical, etc., are not believed to be true or                             
real; they are, however, perceived to be an allusion to reality. In this sense, ideology is                               
equivalent to illusion/allusion (ibid.). Althusser arrives at the conclusion that “in ideology                       
‘men represent their real conditions of existence to themselves in an imaginary form.’” (ibid:                           
163). The question he then poses is: “why do men ‘need’ this imaginary transposition of their                               
real conditions of existence in order to ‘represent to themselves’ their real conditions of                           
existence?” (ibid). The answer, he argues, lies in the cause. 
The cause for this imaginary situation derives from some men’s involvement in the                           
domination of the ‘people’, as Althusser argues, who aim to present a false representation of                             
the world “in order to enslave other minds by dominating their imaginations” (1971: 163).                           
Moreover, the existence and purpose of ideology is material, meaning that it exists within an                             
apparatus and its practices (ibid.: 166). Individuals then live within ideology and their                         
“imaginary distortion depends on their imaginary relation to their conditions of existence, in                         
other words, in the last instance, to the relations of production and to class relations.” (ibid.:                               
166­167). Hence, ideology is also equivalent to “an imaginary relation to real relations”                         
(ibid.: 167). In this way, ideology does not mirror the real world, but represents the relations                               
of individuals to the real world. ​The above mentioned theory on ideology and Althusser’s                           
theorisation of it as an illusion is a fallacious representation of the world that can be related to                                   
gender and its representation in televised commercials. Gender ideologies can be consciously                       
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 or unconsciously be reproduced within the advertising industry, contributing in this way to                         
the imaginary social formations regarding gender conventions. 
 
3.3 Theory of interpellation 
The list of state and ideological realities that realise themselves through the aforementioned                         
institutions, as suggested by Althusser, have a great influence on individuals. As he                         
emphasises, subjects are systematically constituted by ideology, and this occurs through the                       
process of interpellation: “all ideology hails or interpellates concrete individuals as concrete                       
subjects, by functioning of the category of the subject.” (1971: 173). He provides the example                             
of the policeman calling out: “Hey, you there!” in public. On hearing this, the individual                             
responds to the interjection, thinking that it is addressed to him, and “by this mere                             
one­hundred­and­eighty­degree physical conversion, he becomes a subject.” ​(ibid: 174). In                   
this sense, an individual acts in a specific manner, adopts certain attitudes, and participates in                             
practices that belong within ideological apparatuses, which can, to some degree, determine                       
the ideas that this individual can consciously choose as a subject (ibid.: 167). 
 
Althusser’s (1971) theory of hailing or interpellation can closely be connected to the idea                           
behind this project. Following his thesis on the ideological apparatuses and the operation                         
called interpellation, one of the greatest influences identified concerning ideological realities                     
realised through institutions is the media culture. This paper is concerned with the ways mass                             
media, as a well­organised system, utilises different kinds of mechanisms to influence not                         
only the public’s ideas regarding the purchase of goods, but also ideas concerning the                           
attitudes and behaviours of individuals in society. Thus, Althusser’s emphasis on the relation                         
between ideology and interpellation, and their effect on the constitution of the subject and its                             
reality of the world, is a central theory presented in this project that can aptly aim to explain                                   
how commercials reproduce and/or reinforce gender roles and gender stereotypes. 
 
3.4 Media and interpellation 
Althusser’s notion of ideology and interpellation have later been employed by the cultural                         
theorists Adorno and Horkheimer (1997), who argue that popular culture presents a pattern of                           
sameness and standardisation in radio programs, films, and magazines that turns subjects into                         
passive audiences (1997: 94­95). Technology has had a great impact on society, but even                           
15 
 more significant is, as they argue, the power of those who have a strong, economic position                               
(ibid.). They characterise this as “a cycle of manipulation and retroactive need” ​(ibid.) to                           
further strengthen the system. 
 
With the aforementioned manipulative tactic, consumers are not only driven by the system of                           
production, they are also already categorised, leaving no room for further classification as, for                           
example, when categorised according to the economic income (Adorno & Horkheimer, 1997:                       
97­98). Yet, this classification can also be applicable when referring to social categories or                           
practices. Media culture as an ideological apparatus can produce and further reproduce                       
certain ideas and representations in discourse that subsequently reproduce the categories                     
which subjects are part of. The products of this mass culture when presented to audiences can                               
ensure that individuals are exposed to different ideas and roles. Subjects subsequently act                         
upon them and adopt attitudes or behaviours. As Adorno and Horkheimer explain:                       
“[e]veryone is supposed to behave spontaneously according to a ‘level’ determined by indices                         
and to select the category of mass product manufactured for their type”, ​(ibid.: 97) meaning                             
that categories and behaviours are already established and ready to be adopted. 
However, this raises the question: what is the desired aim of this system of                           
production? Adorno and Horkheimer suggest that it ‘fulfils the dreamy idealism’ of the                         
people (1997: 98). For instance, hit songs, actors, celebrities, and soap operas, amongst others                           
“conform to types recurring cyclically as rigid invariants”, while in reality, the seeming                         
change actually also stems from these types (ibid.). Thus, these stereotypical elements are                         
presented in programs and magazines and are used dispersedly; creating a uniformity                       
presented as desirable. 
 
3.5 Television commercials and interpellation 
In light of the aforementioned theories, the focus of our research is on how televised                             
commercials, as an element in the system of production, interpellate individuals into subjects                         
through ideology. As products of the culture industry, besides the fact that they aim to profit                               
from a mass consumption of goods, commercials can also be considered the ideological                         
apparatuses that tacitly amplify notions connected to gender roles and ideas. This does not                           
mean that these apparatuses can actually form or influence how one thinks of themselves                           
regarding their gender; rather, that the representations and notions around gender categories                       
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 as formed within discourses, are in this way reproduced and sustained as ‘real’ within society.                             
Ideologies regarding gender can consequently influence the ways gender categories are                     
perceived within society, thus creating a restricted framework in which subjects are                       
constrained to identify with the normative standards or be socially ostracised. 
 
3.6 Gender and feminist views 
In Gender Trouble​, Judith Butler, a philosopher and feminist theorist, offers an extensive                         
critique on the ways feminist theory views and describes gender. She criticises the                         
presumption of an existing identity relating to the constitution of a subject that ought to be                               
represented by politics and language. For feminist theory, the representation of women within                         
language and their justification and recognition as political subjects has been of great                         
importance (1990: 1). However, since questions on ‘the subject’ have emerged within the                         
feminist discourse, Butler argues that the category of women can no longer be understood as                             
fixed (ibid.).  
 
She furthermore states that the term ‘women’ cannot be perceived as a stable and common                             
identity, since “gender intersects with racial, class, ethnic, sexual and regional modalities of                         
discursively constituted identities.” (Butler, 1990: 3). Butler suggests that “the presumed                     
universality and unity of the subject of feminism is effectively undermined by the constraints                           
of the representational discourse in which it functions’’ (ibid.: 4). Since identities and                         
meanings derive from the well­constituted cultural structures of language and politics which                       
represent a powerful framework, a position outside of it is considered not to exist. Thus, one                               
ought to construct a critique of the established categories “that contemporary juridical                       
structures engender, naturalize, and immobilize” (ibid.: 5). She refers to the reflection upon                         
claims made within the feminist discourse as “a radical rethinking of the ontological                         
constructions of identity” (ibid.). 
In this sense, Butler calls for a genealogical critique of gender categories where the                           
centre of investigation is not the origins of these categories, but the displacement of defining                             
institutions such as phallocentrism and normative heterosexuality; understood as sources of                     
power within gender discourses (1990: ix). She argues that a critique of gender constitution is                             
necessary, otherwise ‘‘feminist theory fails to take stock of the way in which oppression                           
17 
 structures the ontological categories through which gender is conceived.’’ (Butler, 1988:                     
529). 
 
Central to Butler’s genealogical critique of the category ‘women’ is the distinction between                         
sex and gender, an initial claim made by feminist theory. This distinction offers an                           
explanation of how recognisably different in nature sex and gender are. In this sense, there                             
exist sexed bodies on the basis of their reproductive parts and culturally constructed genders                           
(Butler, 1990: 6). Prior to this distinction, meanings attributed to women regarding their                         
existence and experiences were given depending on their physiology. According to Butler,                       
feminist theorists ought to demolish these assumptions by claiming that social practices are                         
also of great importance to the discussion of the difference between sex and gender (1988:                             
520). In this way, the body is perceived to exist prior to the discourse that it is produced in,                                     
while the difference between sex and gender focuses on sex as a material truth (Brady &                               
Schirato, 2011: 32). Butler argues that sex is actually constituted through the same practices                           
that also form gender norms and that the acceptance of a gendered body is highly dependent                               
on the expectations bound to standard and normative perceptions on gender (ibid.: 32­33). 
 
3.7 Gender and performativity 
Furthermore, when concerning bodily existence, phenomenological theories have also made                   
distinctions between the biological effects and the cultural meanings embodied within the                       
context of lived experiences (Butler, 1988: 520). For instance, for both Merleau­Ponty and                         
Simone de Beauvoir, the body is perceived to be an historical notion that embodies cultural                             
meanings; a common view that is shared within the phenomenological framework of                       
embodiment (ibid.: 521). The phenomenological perspective can then contribute to the                     
understanding of how bodies become genders or how cultural meanings and codes are                         
embodied (ibid.: 525). However, Butler states that “a phenomenological theory of                     
constitution requires an expansion of the conventional view of acts to mean both that which                             
constitutes meaning and that through which meaning is performed or enacted’’ (ibid: 521).  
 
Taking a point of departure from the claims made within feminist and phenomenological                         
theory, Butler argues that gender is not a stable identity, but is constructed through a “​stylized                               
repetition of acts​” ​(1988: 519, italicised in original). While phenomenology presupposes the                       
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 existence of an agent prior to language and a gendered self­prior to its acts, in opposition,                               
Butler claims that not only do acts constitute the actor’s identity, but that acts also construct                               
that identity as an illusory truth, “an object of belief” (ibid.: 520). She further points out that                                 
the act of gender is one that has already been there when the actor arrives at the scene. It is an                                         
act that has been rehearsed several times, though it needs more individual actors to utilise it                               
and reproduce it (ibid.: 526). To support her argument for this thesis, Butler refers to how the                                 
anthropologist Victor Turner explains social actions as presupposing repeated performances                   
that are a repetition or reproduction of already socially constructed meanings (ibid.). This                         
repetition, Butler argues, is a performance that “is effected with the strategic aim of                           
maintaining gender within its binary frame” (ibid.). 
 
The reproduction of the already established social meanings regarding gender can be said to                           
be reinforced by social apparatuses that sustain the polarized gender system. Butler                       
recognises that the initial introduction to gender norms occurs within the institution of the                           
family through forms of penalties and rewards that are usually aligned with already existing                           
cultural conventions (1988: 526). Furthermore, the maintenance of the binary gender system                       
can be argued to be reinforced by the various ideological apparatuses found in society. As we                               
argue with this study, the domain of advertising may aid in sustaining such a binary system                               
by reproducing the existing social meanings. The meanings bound to gender categories found                         
in certain discourses are taken and reproduced as naturalised narratives through televised                       
fragrance commercials targeting both women and men. This repetition of acts presented and                         
later performed by the actors is where gender norms cyclically recur and are sustained. 
Nevertheless, as a public process, gender is not to be seen either as an indisputable                             
choice made by individuals or as an enforced action. As Butler claims:  
 
“Actors are always already on the stage, within the terms of the performance . . . the                                 
gendered body acts its part in a culturally restricted corporeal space and enacts                         
interpretations within the confines of already existing directives.” (1988: 526) 
 
The body, in this sense, is not to be perceived as passive, nor are individuals to be seen as                                     
pre­existent to culture (ibid.). 
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 Thus, if genders are to be seen as constituted by a series of performative acts, then                               
gender reality is constituted by these social performances, and, therefore, there is no                         
possibility of “an essential and unrealized ‘sex’ or ‘gender’ which gender performances                       
ostensibly express.” ​(Butler, 1988: 527). In this sense, gender reality exists when performed                         
and genders can neither be seen as true/false or real/apparent (ibid.: 527­528). Yet still, we                             
live in a world in which genders, as Butler argues, “constitute univocal signifiers, in which                             
gender is stabilized polarized, rendered discrete and intractable.” (ibid.: 528). It is, then, an                           
identity that is constructed to follow certain modes of truth or falsity; easily controlled and                             
maintained by normative marks. This argument can further be supported if we consider the                           
ways gender performance is evaluated by whether it is performed as expected to. If certain                             
roles are not adopted and certain behaviours not followed, a series of punishments or rewards                             
are introduced to ensure that individuals comply to the expected gender frame (ibid.). This,                           
however, can consequently result in the marginalisation of those who do not fit into this                             
gender reality, which further indicates that this falsity or truth around gender is also socially                             
constructed (ibid.). 
 
Butler’s extensive definition of gender and the theory of performativity is an important                         
contribution to this paper since we wish to unveil the ways in which gender is presented and                                 
thus constructed through stylised acts. The ‘univocal signifiers’ of gender realised in society,                         
as Butler mentions, can be made more apparent, we believe, through the textual analysis of                             
fragrance commercials. In this way, and thereafter, we wish to uncover and support the                           
argument that the advertising industry can be considered a restricted space where                       
interpretations regarding gender roles are (re)enacted, cyclically forming gender stereotypes                   
and further strengthening the binary system. 
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 4. Methodology 
In order to detect the distinct signs that identify specific gender representations in the selected                             
commercials, a semiological understanding will firstly be acquired for the methodological                     
approach of the project. The dyadic model of the sign, as posited by Ferdinand de Saussure,                               
will be utilised in order to identify signs that are considered part of gender ideologies.                             
Furthermore, as the structuralist approach of Saussure is restricted in relation to the levels of                             
signification that a sign may contain, Roland Barthes’ concept of myth is appropriated in                           
order to establish a more nuanced level of signification present in the commercials.  
 
Considering that we intend to exemplify how the advertising industry aids in sustaining                         
binary and gender constructions, this project will focus on how said industry incorporates                         
several illusionary characteristics involving gender that aid in shaping Western social life in                         
the 21st century. These ideas and conceptions, such as the binary construction, will be                           
elucidated through a selection of televised fragrance commercials using a semiological                     
method of textual analysis.  
 
4.1 Selected material 
The methodology employed in this study involves the delimitation of ten televised fragrance                         
commercials (hereby referred to as texts) located on the video sharing site YouTube. The                           
term ‘text’ is not to be understood (only) in the conventional sense as an orthographic                             
projection of written or printed symbols, but as a multifarious term used to denote                           
“something that we make meaning from” (McKee, 2003: 4). Alan McKee, in the introductory                           
textbook ​Textual Analysis: A Beginner’s Guide (2003), explains that: “whenever we produce                       
an interpretation of something's meaning ­ a book, television programme, film, magazine,                       
T­shirt or kilt, piece of furniture or ornament ­ we treat it as a text” (ibid.). In this light, the                                       
televised fragrance commercials will be treated as texts: sources of interpretation and                       
meaning­making.   
 
It was decided that ten commercials would suffice in order arrive at a relative understanding                             
of the general use of gender stereotypes and ideals presented by fragrance commercials. Four                           
of the selected commercials are targeted to men and the remaining six to women. The                             
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 majority of the videos are targeted at women due to the initial focus of the project, which                                 
involved reflecting critically on female gender representation within the advertising industry.                     
The group realised, however, that gender representations in the commercials also present                       
restricted portrayals of the male gender, and thus a more inclusive scope of investigation was                             
chosen that included male representations.  
 
The commercialisation of beauty products in general (soap, hair, skin products, etc.) was                         
considered as a focus so that an analysis of the ideological frameworks regarding women                           
could be elaborated upon. However, the scope of such as investigation proved to be too vague                               
and broad, as different products utilise different methods, even within the same product                         
genre, to appeal to men and women. Thus, fragrance commercials were selected for the                           
following reasons. 
Firstly, many, if not all, of the contemporary fragrance commercials that the group                         
observed utilised gender representation to present visible differences between the male and                       
female characters. Men and women were presented differently and various associations were                       
emphasised depending on whether the character was male or female. Secondly, the                       
commercials were chosen due to their incorporation of exaggerated visual stimuli                     
accompanied by background music and/or vocal narration which aided in highlighting such                       
differences. Thirdly, familiar actors, actresses and models are employed in the commercials,                       
whom the audience may immediately recognise and further influence the viewer's actions and                         
idealised gender perceptions. In addition, the commercials were chosen due to their                       
contemporary status: ranging, in year of production, from 2011 to 2015. The method thus                           
employs a contemporary gender study juxtaposed to Friedan’s investigation of women’s lives                       
in 1960’s USA.  
 
4.2 Synchronic and diachronic  
As previously mentioned, we have chosen to conduct a contemporary case study of fragrance                           
commercials televised in the West as opposed to a historic analysis of commercials through                           
time. Saussure’s distinction between evolutionary and static linguistics may help account for                       
this decision in regards to employing a semiological analysis (Saussure, 1974: 81). To                         
evolutionary linguistics, Saussure applied the term ​diachronic​: “everything that has to do                       
with evolution” (ibid.), and to static linguistics, Saussure ascribed the term synchronic:                       
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 “[e]verything that relates to the static side of our science” (ibid.). Diachronic variation                         
concerns language change and language states over time, whilst a synchronic study concerns                         
a language state in a particular time period. As the span of the texts date from March 2011 to                                     
December 2015; a range of four years, the nature of the study is predominantly synchronic.                             
The scope of the study aims to create an account of signified concepts and ideas that are                                 
analogous with contemporary Western society, and, in this light, attain an analytical account                         
of how media texts contribute to the construction of a gendered subject. A diachronic study                             
would require a deeper historical and sociocultural understanding of the commercials at the                         
time they were produced and televised. The reason for conducting a synchronic analysis is                           
due to an interest in current gender representations as opposed to historically constructed                         
binary categories.  
 
4.3 The analytical strategy 
The paper’s analytical strategy extends from textual analysis, presented by McKee as a                         
“data­gathering process” that allows researchers to investigate how people “make sense of                       
who they are, and how they fit into the world in which they live.” (2003: 1). He furthermore                                   
provides four primary guidelines that enable the researcher to gather multiple perspectives on                         
the investigated issue. These are: 
 
a. [research] “Other texts in the series” 
b. “The genre of the text”  
c. “Intertext about the text itself” and 
d. “The wider public context in which a text is circulated” (McKee, 2003: 93). 
 
This research strategy provides a basis for gathering likely interpretations of a text; in the                             
case of this study, we will create individual and collective interpretations gathered from                         
multiple sources and past observations. The commercials will be analysed through                     
interpretive means on the basis of semiology and from information gathered from various                         
websites associated with the texts’ production and meaning. More specifically, the analytical                       
framework will proceed in the form of a semiological method inspired by Saussure (1974).                           
According to McKee: 
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 “The biggest advantage of semiotics is that it makes us stop and consider the various                             
elements of the process of making meaning from a text ­ steps that we normally do                               
automatically and easily.” (2003: 131).  
 
Semiology provides a structure for the analysis of meaning­making, that is, how individuals                         
make sense of certain texts, by analysing the texts’ constituents (sound, colour, movements)                         
and relating them to their contextual backgrounds (ibid.). Also, semiology recognises that                       
“[t]here are no ideologically neutral sign­systems” (Chandler, 2007: 214), thus signs are                       
embedded with meanings that seek to persuade as well as to refer (ibid.). Chandler argues                             
that semiology serves the purpose of uncovering latent ideologies hidden within signifying                       
practices, and that if lay audiences are not accustomed in determining signification processes                         
utilised by various enterprises, they may well be manipulated by them (ibid.: 222). A                           
semiological analysis is thus utilised to identify obvious and hidden meanings and ideologies                         
within the selected texts ­ and furthermore to establish whether various industries employ                         
different methods of representing ‘reality’ and experience, “facilitating some forms of                     
expression and inhibiting others” (ibid.: 224). The purpose of the study is to delineate which                             
forms of expression and representation are utilised and which are omitted, and for what                           
reasons.  
The semiological approach will be conducted twofold: employing a Saussurean model                     
of the sign (Chandler, 2007: 14) and Barthes’ perspectives on denotation and connotation                         
(Chandler, 2007; Ribiére, 2008): Barthes’ reflections on denotation and connotation will                     
proceed to provide the basis of myth as an ideological construction that seeks to privilege                             
ideas created by the ruling class (Barthes, 1957, 1991; Ribiére, 2008; Leak, 1994).  
 
4.4 Sign, signifier, and signified 
The semiological analytical strategy will initially derive from Saussure's dyadic model of the                         
sign. This model portrays a direct link between a sound­image, that is, a sound, a word, an                                 
image, or any sign referring to something outside itself, and a concept, that is, the concept,                               
idea or thought one associates with the sound­image (Saussure, 1974: 66), and which depends                           
extensively on context. The second model of the sign functions by replacing “concept and                           
sound­image respectively by signified [signifié] and signifier [signifiant].” (ibid: 67). The                     
word ​sign ​is used to denote the whole of these two parts: “[w]ithin the Saussurean model, the                                 
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 sign is the whole that results from the association of the signifier with the signified . . . [a]                                     
sign must have both a signifier and a signified” (cited in Chandler, 2007: 15). A signifier and                                 
a resulting signified thus constitute a sign.  
 
The model will aid in identifying possible associations from a range of signifiers displayed                           
within the texts. When analysing the texts, we will confer as to which reading of the signified                                 
is most likely based on the context of the texts, for in “doing textual analysis, we’re interested                                 
in finding out likely interpretations, not in deciding which of them is the most correct one.”                               
(McKee, 2003: 63). We are aware that we cannot generalise our conclusions regarding the                           
topic of study, we have, however, tried to apply alternative readings to our data as a group of                                   
six individuals. Therefore, discrepancies and consensus in reading the texts will be noted, as                           
“socially oriented semioticians would insist that the exploration of people’s interpretive                     
practices is fundamental to semiotics.” (Chandler, 2007: 222). Once the most likely                       
interpretations of the relevant signifiers have been established, it will be assessed how these                           
signifiers communicate various signified concepts. It should be mentioned that the group’s                       
perception of likely interpretations are still subjective ­ and due to the fact that the group                               
members make sense of the texts through the use of various cultural codes and conventions,                             
the analytical strategy may itself be ideological.  
 
4.5 Denotation and connotation 
In order to progress from an initial understanding of the sign as constituting signifier and                             
signified, the concepts of connotation and denotation will be included to allow for a more                             
contextual understanding of culturally shared meanings. ​As Barthes notes, “Saussure’s model                     
of the sign focused on denotation at the expense of connotation” (cited in Chandler, 2007:                             
138), such an understanding can offer an opening to the landscape of signification.  
 
Denotation refers to the literal or more immediate meanings derived from a sign (ibid.: 137).                             
From a linguistic perspective, denotation is the explanation that one finds in the dictionary                           
pertaining to the meaning of a word. Denotation, for instance, is the most immediate reading                             
that is ascribed to objects and images displayed in the commercials. Connotation, however,                         
refers to “the sociocultural and ‘personal’ associations of the sign.” (ibid.: 138). The meaning                           
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 of the signs ascribed to the selected media texts may vary according to class, gender,                             
ethnicity etc. and convey different messages to different interpreters.  
Denotation and connotation are furthermore defined by Barthes as levels of                     
signification. The ‘first­order’ of signification is the one of denotation, where the sign is                           
constituted by a signifier and a signified. The second­order of signification serves as the                           
connotative level, in which the denotative sign is then paired with another signified in order                             
to form a second sign (Chandler, 2007: 140). This model seeks to explain how “signs may                               
seem to signify one thing but are loaded with multiple meanings” (ibid.). It is within this level                                 
of connotation that myth is born. Myth makes its way into a first­order meaning by                             
“colonizing it from within”, and causes cultural meanings to be seen as conceived and                           
consumed as natural (Leak, 1994: 20). By analysing the denotative as well as the connotative                             
levels, we seek to provide an in­depth understanding of the signs, while the disclosure of the                               
myth will uncover the ways in which ideology operates to present imaginary representations                         
of the world (ibid.: 25). 
 
4.6 Myth 
Inspired by Saussure’s dyadic model of the sign, Barthes moves away from the closed system                             
of the connection between signifier­signified and introduces the concept of myth. In order to                           
clarify the definition of myth, Barthes creates an illustrative model as seen below: 
 
(1991: 113) 
 
The establishing of the myth consists of two semiological systems that stagger in relation to                             
one another. The first system is that of the ‘​language­object​’, which is the “language that the                               
myth gets hold of in order to build its own system.” (ibid.: 114, italicised in original) The                                 
language­object serves as a starting point for the second level: ‘​metalanguage​’, which is the                           
level in which the notion of the myth begins its formation. The myth consequently builds on                               
the first order sign and its concept in order to unravel the signification (ibid: 115, italicised in                                 
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 original). In order to approach a conceptualisation of the myth, a connotative reading follows                           
that of the denotative. Conclusively, a series of culturally conceptualised readings attach                       
themselves to the connotation and it is from these culturally created readings that the myth                             
takes its starting point, as it is from these that ‘​signification​’ springs (Leak, 1994: 12,                             
italicised in original). 
 
Before elaborating on the function of the model, establishing the terminology surrounding the                         
myth is crucial in order to avoid any ambiguities. For this purpose, Barthes offers a set of                                 
fixed terms in order to clarify the separate levels on the mythical level. 
On the plane of myth, the sign becomes ​the signifier. Thus, the ​new signifier contains                             
not only the sound/image/etc. (the signifier) but also the idea (the signified) behind it. On the                               
plane of myth the signifier can be associated with a signified and thus constitute a new sign,                                 
which Barthes refers to as ‘signification’ (ibid.: 115). He defines the signification to be the                             
only one to “be seen in a full and satisfactory way, the only one which is consumed in actual                                     
fact.” (ibid.: 120) Through signification, the myth is extracted. 
 
To exemplify the process behind deducting myths, Barthes provides the example of the                         
french soldier taken from the magazine ​Paris­Match​ (Barthes, 2000: 115). 
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Visualised above is the image of “​a young Negro in a French uniform . . . saluting, with his                                     
eyes uplifted, probably fixed on a fold of the tricolour​” (Barthes, 2000: 115). Through                           
Barthes’ analysis of the picture, it is connected to the signified of French nationalism and                             
militarisation, which consequently constitutes the entirety of the first order sign and thus the                           
language­object (ibid.). Progressing from here, Barthes explains how, at the metalinguistic                     
level, the sign of the young soldier is tied to the “general History of France, to its colonial                                   
adventures, to its present difficulties” (ibid.: 118), and adds connotative values to the                         
previously established sign. It is through this process that the myth is created, deriving itself                             
from the connotations and attempting to naturalise notions of France being a great empire that                             
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 does not discriminate its children, when, as Barthes claims, “the Negro are deprived of their                             
history, changed into gestures” (ibid.: 122). 
The example serves as a display of how the levels of signification interplay in                           
co­creating meanings attached to texts. Consequently, Barthes’ readings of the picture are                       
based on a particular understanding and connotative reading of the image, critically distanced                         
from the contemporary society he was situated in, which is one of the prime objectives for the                                 
mythologist (Leak, 1994: 9). We will operate within the structural framework laid out above,                           
in order to unravel the myth(s) in the chosen texts. Myth, as a methodological concept, will                               
be utilised to conceptualise in what way contemporary myths are constituted by the                         
advertising industry, since they are considered the tools by which concealed cultural                       
messages are latently transmitted.  
 
Myth functions to “impose cultural messages under a cover, or alibi, of naturalness” (Leak,                           
1994: 25). It aims to indoctrinate the cultural and ideological meanings to such a degree that                               
it eventually becomes a part of the subject’s natural frame of reference and acts as a universal                                 
truth, and therefore does not encounter any opposition. If the myth is successfully constructed                           
and reproduced it is an ideal tool for the dominant ideology to sustain itself (ibid.). As                               
Andrew Leak states, the notion of ideology follows Marx’s definition as a concept that aims                             
to sustain and obscure social contradictions. For example, in the case of bourgeois liberalism,                           
buzzwords such as ‘freedom’ and ‘equality’ were considered to be prevalent, however, an                         
in­depth scrutiny of the social realities would suggest them to be ‘unfreedom’ and                         
‘inequality’ (ibid.: 24). Thus, with the concept of myth, Barthes aims to present a                           
semiological system that can make the distortion of reality apparent. Moreover, he postulates                         
that the “producers of myth” seek to apply its features to primarily innocent images, as these                               
“are not those that appear to be mythical at all” and therefore are more easily accepted and                                 
adopted by audiences (ibid.: 12). It is worth noting that the reading of myth can be grounded                                 
in a wide range of different terms and phrases that derive from socially constructed                           
associations, such as masculinity, femininity, Englishness, etc. (Chandler, 2002: 144). 
 
The model Barthes uses to exemplify the creation and consumption of myth (model 1),                           
derives from communication and visualises how the ‘sender’, i.e. the producer of the myth,                           
utilises semiotics to naturalise an ideologically adopted truth. However, the model is                       
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 restricted to only show how the message is intended to be perceived and as such does not                                 
disclose ​whether the myth is in fact being deciphered, read or just received (Leak, 1994: 34).                               
Moreover, when approaching the reading of myth, it is of monumental importance to place                           
oneself in the framework in which it operates. As both distributed media messages and                           
language appear to be subjects of myth, as a researcher one must be able to distinguish                               
between the truths that have become natural. We have attempted to achieve this by reflecting                             
back to the semiological analysis of our findings and by discussing the myths inherent in the                               
selected commercials.  
Hence, the concept of myth has been chosen as a tool to semiotically conceptualise by                             
what means the advertising industry attempts to interpellate audiences into adopting                     
ideologically determined, masked truths. Saussure’s dyadic model provides a method for                     
identifying the constituents of a sign and what these constituents may signify for the                           
researcher. The outcome of unravelling myths in the chosen commercials will identify what                         
type(s) of ideologically tied ideal(s) the media industry are attempting to convey and                         
naturalise to a larger audience.  
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 5. Analysis 
The selected ten commercials representing the case study, will be analysed by utilising the                           
aforementioned methodological framework. The analyses of the commercials will be                   
structured in four subsections: a small introduction, a semiological analysis and a description                         
of myth and narrative.  
 
In the first section, a short introduction is included containing information regarding the                         
specific commercial. Full summaries will not be presented as the hyperlinks for the                         
commercials are included in the introduction, thus rendering a superficial and elaborative                       
description redundant.  
Secondly, the relevant signifiers and signified are identified and subsequently                   
analysed in the “semiological analysis” section. A depiction of the inherent myths is offered                           
by reflecting on the result of the semiological analysis. In connection to this project, myth is                               
perceived as a multi­layered semiological system that naturalises dominant ideological                   
thinking in association with male and female representations. Finally, by analysing the                       
content of the commercials we aim to establish what the narrative(s) of the commercials                           
is/are. ‘Narrative’, in this paper, is regarded as the veiled purpose of the storyline. The reason                               
for including a sub­section for the narrative is to depict the underlying themes regarding                           
gender representation.  
 
The thematization of the ten commercials serves as a foundation to the forthcoming                         
combined analysis in which the patterns of the individual ones will be presented through the                             
scope of the theoretical framework consisting of Althusser and Adorno and Horkheimer. This                         
is carried out in order to illustrate how the commercials interpellate the audience into aspiring                             
for certain dominant gender ideals presented in the commercials. Notions of gender                       
performativity, as presented by Butler, is furthermore utilised to reflect on how gender                         
representations are depicted in the commercials.  
The analyses of the identified themes will be succeeded by a discussion where we will                             
confer on the implications of gender representation within the commercials. The discussion                       
will include theoretical considerations of power and agency as presented by Foucault and                         
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 Althusser, as well as a discussion of the implications of gender performativity as presented by                             
Butler. 
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 5.1 Individual analyses 
 
5.1.1 Dior ‘Miss Dior’ (2015) 
The short film, “It’s Miss, actually”,​3 is a commercial for Dior’s ‘Miss Dior’ fragrance,                           
released on the 4​th February, 2015. It features the actress Natalie Portman, it was directed by                               
Anton Corbijn and includes the soundtrack “Piece of my Heart” composed by Janis Joplin.                           
As its subtitle suggests, the commercial’s main themes include freedom, liberation from                       
societal norms, and a desire to pursue one’s own interests. It is also described as “[t]he                               
fragrance of freedom”​4 ​on its official website.  
 
Semiological analysis  
One of the primary signifiers identified is the attire transition from the white wedding dress to                               
the black dress. The opening scenes depict the actress in her wedding dress glancing into a                               
mirror while formulating a doubtful and anxious expression (0:02­0:08). She continues to                       
wear the dress until she undoes the bond and reveals an inner black dress (0:46). This switch                                 
of colour (from white to black) signifies a rejection of a cultural practice whilst retaining                             
conventional symbolism; white connotes ideas of purity and innocence, whilst the colour                       
black may connote “power, elegance, and mystery.”​5 Accordingly, her preferences change,                     
she would rather be perceived as mysterious, powerful and elegant rather than as pure,                           
innocent and docile.  
 
 
 
Another significant visual element utilised is the alternation from black and white film to                           
colour. The scenes in which the actress is filmed inside the building and attending the                             
wedding with her father are filmed in black and white, signifying dullness, anxiety and                           
sadness. The scenes where the actress is filmed escaping the wedding depict her as happy and                               
33 
 excited and are filmed in colour, exhibiting a luxurious view of the French Riviera.​6 The                             
contrast of black and white and colour serves to emphasise and reflect the emotions of the                               
main character, and highlights the concept of freedom as a positive and desirable aspect.   
 
In conjunction with the use of colour, the landscapes depicted in the commercial signify a                             
progression from containment to liberty. The first forty­four seconds include a view of the                           
building where she prepares herself for the wedding. The shots where the building is viewed                             
are displayed in black and white, and the building, reflecting apparent unease and displeasure                           
of the nuptial arrangements, may connote constraint and obligation. However, when the                       
building is not in view and when she is escaping the wedding scene, she is shown running                                 
through a field and natural surroundings. In this manner, nature is juxtaposed to culture;                           
nature represents freedom, escape and wildness, whilst man made structures and customs ­                         
through the use of black and white and saddened emotional expressions, are associated with                           
dullness and constraint.  
 
 
 
An additional primary signifier is the wedding flowers. In Western culture, the flowers are a                             
central component of most marriages and are usually associated with femininity and                       
romance. She carries the flowers until where she throws them over her head and leaves them                               
on the road which runs through the field (0:37).​7 The action mirrors a conventional gesture at                               
weddings where bridesmaids and potential brides scurry to catch a bunch of flowers thrown                           
over the bride’s head, with the applied supposition that they may be next to marry. This                               
action signifies, again, a dismissal of notions associated with containment (maybe marriage                       
as a custom itself) and a progression towards a more liberal, independent and autonomous                           
venture.  
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The ending of the commercial displays the actress climbing a rope ladder into a helicopter                             
piloted by her preferred lover (1:07­1:10). The helicopter is seen flying out towards the open                             
Mediterranean in a sunset sky. The helicopter may connote liberation and rescue, which                         
further highlights the ultimate freedom from unwanted societal pressures.  
 
 
 
Myth 
The mythical conceptions outlined by the second order of signification may be that freedom                           
is attainable if conventional customs are rejected. The actress escapes a wedding that she                           
does not want be a part of. She is rescued by a new lover and is seen travelling towards a                                       
great expanse. However, she may still marry this man, or experience constraint in a new                             
manner, for, if the point of the commercial is to express freedom from marital constraint (or                               
some form of independence or autonomy), then it becomes redundant if she marries and the                             
myth can subsequently be refuted. The website for the fragrance states that “every woman                           
has the right to be contrasting, contradictory. Unconventional.”​8 These words in themselves,                       
however, connote a distancing from the norm, a practice which is widely scrutinised in many                             
traditional societies. One may experience isolation as a result of these practices, and it is                             
debatable whether this equates to freedom.   
 
Narrative 
The narrative portrayed in this commercial states that women should be free to decide for                             
themselves​9 and not submit to societal expectations. However, the only societal expectation                       
that is not conformed to in this commercial is, possibly, the fulfilment of her father’s wish                               
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 (1:19­1:23). She refuses to marry a man, and the myth may be refuted if she chooses to marry                                   
another, even though in her own time and of her own choosing.   
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 5.1.2 Katy Perry ‘Killer Queen’ (2013) 
The ‘Killer Queen’ fragrance commercial was released on the 14​th of August, 2013,​10 and                           
features the famous pop singer Katy Perry. The intention of the commercial, as she has stated,                               
was to depict “the idea of a strong, confident woman in power”,​11 and thus the liberation from                                 
social constraints is depicted through the release from ‘suffocating’ dressing demands with a                         
reference to, presumably, the 1700’s era. 
 
Semiological analysis 
Information on the nature and the background of the commercial’s setting has not distinctly                           
been stated by the creators. However, it appears that the protagonist channels the iconic                           
figure of 1700’s fashion, Marie Antoinette,​12 who was known for her rebellious character and                           
controversial fashion statements,​13 thus emphasising the resistance towards fashion as well as                       
social demands. 
 
 
 
The overall theme of the commercial revolves around the dress code of women and the                             
arduous dressing procedures. With the emergence of wig fashion for men in the late 17​th                             
century, tall and magnificent wigs were also worn by women in 1770, and were considered a                               
sign of prestige.​14 The corset was also a characteristic of the era’s fashion, which was                             
tightened as firmly as possible to create a thin waist and display a thin and elegant body. The                                   
depiction of the protagonist as a woman, who undertakes similar dressing procedures,                       
portrays the interconnection between women’s fashion trends and behaviours. ​Her corset is                       
tied up by other women while she is shown wearing jewellery, a long red dress and a tall,                                   
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 white wig. The tight corset signifies dysphoria, a form of restraint that creates a feeling of                               
discomfort and shortness of breath. As cited in Christine ​Kortsch, it was considered to be “a                               
fetter not only for women’s bodies, but more dangerously, for their minds.” (2009: 19). Thus,                             
this depiction serves to emphasise not only the physical but also the mental constraints                           
imposed on women. ​Though the commercial was aired in 2013, the reference to the feminine                             
fashion of the 1700’s may imply that contemporary women are also ‘trapped’ within social                           
expectations regarding their appearance and behaviour.  
 
 
 
In addition, the protagonist is portrayed as passive and obedient to the services provided by                             
other women (possibly her servants). The focus of the camera on her facial expressions (0:08­                             
0:13) displays her feelings of unhappiness and despondency, complying with all the rules                         
demanded by this dressing procedure. Furthermore, the fact that the women are dressed alike                           
(0:09) and aim to also transform the protagonist in an identical manner can be considered a                               
way to present women as a homogeneous group characterised by similar ways of being and                             
behaving. Yet, the fact that the faces of the women are not clearly shown can also imply that                                   
this kind of oppression does not originate from a specific authority. 
 
This scenery is then demolished when the protagonist, out of indignation, takes off her skirt                             
and necklace and throws them on the floor (0:30). The act signifies liberation from                           
suppressing social ideals. By taking off her wig and long skirt, she creates her own distinct                               
look, and in this way also creates her own self, freed by the fashionable as well as social                                   
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 standards forcibly opposed on her by others. This freedom is further depicted when she                           
strikes the throne down and sits on it in a different manner (0:49­0:51).  
 
Additionally, the colour red is a predominant feature throughout the video: her dress, the                           
throne and bottle are all red, which can signify passion and desire, but also a sense of                                 
courage, action and determination.​15 
 
 
 
After being liberated, the woman turns into a queen, which symbolises power and authority.                           
By demolishing the throne as the symbol of monarchy, and thereafter the king as a symbol of                                 
‘the male ruler’, she becomes ‘the queen’, who possesses a superior position and the authority                             
of herself and her body. Being a queen can also portray a strong sense of will and leadership,                                   
further emphasised by the shield with her initials ‘KP’ engraved on it, signifying her royalty.  
 
Myth 
Deriving from the first order signification, the mythical level of the analysis revolves around                           
women’s position in a society governed by a modern form of monarchy. The protagonist is                             
presented to break free from social constraints, depicting in this way a strong and liberated                             
woman. Indeed, this can be considered a step towards change, however, the commercial also                           
presents other ideals concerning women today. In regards to appearance and behaviour, the                         
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 woman is in the end portrayed as attractive, almost flawless, possessing traditionally                       
considered feminine characteristics: high heels, dress, etc. This does not entirely change the                         
views on women and the social expectations concerning them, it simply presents alternative                         
ways of behaving. The characteristics bound to the female character of this chosen                         
commercial reinforce the feminine ideals and sustain the distinctions within the binary gender                         
system. Thus, the initial intention of the commercial: to free women and others, paradoxically                           
leads into the maintenance of other feminine ideals.  
 
Narrative 
The general narrative created within this commercial relates to the liberation of women. The                           
intention of the video is to show that women ought to free themselves from the social                               
restraints and find their own modes of self­formation. The message conveyed is that women                           
have the power to break free from the ideals and standards and ‘owning their throne’ as                               
queens of themselves, responsible for their own choices and actions. The audience, mostly                         
female spectators, are asked to rethink these ideals imposed on them and break free.  
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 5.1.3 Gucci ‘Bamboo’ (2015) 
‘Gucci Bamboo’ for women was released on the 5​th of July, 2015,​16 and features the ​Israeli                               
actress and model Gal Gadot, who is presented as “a woman of exceptional beauty and                             
achievements.”​17 ​The overall story created within the commercial is narrated by a male                         
voiceover, while the protagonist is presented engaging in a series of actions from dancing to                             
playing the piano.  
 
Semiological analysis 
The scenery begins with the woman wearing a silver v­cut neck dress and applying the                             
promoted fragrance (0:05). Silver can be considered to signify a modern, elegant or                         
glamorous character,​18​ while the formal, bright dress adds to this sense of elegance.  
With a close up to the characters’ faces, the narrator asserts: “When she speaks, we                             
listen”, with her whispering in a man’s ear in a rather sensual manner (0:10), thus portraying                               
her as enticing and charming. Following this, with a quite inviting expression, the protagonist                           
leads the way into a ballroom where she is seen dancing with a man ­ the voice continues                                   
narrating: “when she moves, we watch” (0:14). In this way, the woman is presented as an                               
authoritative figure, as someone one should follow. The couple’s dance can be considered to                           
signify harmony, unity and sexual attractiveness. 
 
Additionally, as the protagonist walks down an aisle wearing a long black dress, the camera                             
follows her steps and in this way leads the audience in the same direction; the story                               
continues: “Where she goes, we follow” (0:21). This representation of a woman who ought to                             
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 be followed aims to signify leadership and control. Her walk portrays a confident and                           
assertive character, while the colour black creates a sense of mystery, fear, and power. This                             
combination of action, colours and clothing signifies strength, sensuality and prestige. The                       
act of placing her coat over her shoulders with a single move further evinces her                             
self­confidence, not only regarding her physical presence, but also her personality.  
 
Aside from the aforementioned characteristics, the narration continues aligned with a series                       
of actions. The voice declares: “She controls, she masters”, while the protagonist is shown                           
firmly changing gear in a car, fencing and playing the piano, this time unclothed with her                               
back to the camera (0:27­0:34). Driving can signify power, control and stability. She does not                             
only control the car, but she is capable of directing her own life and others’. Furthermore,                               
fencing can symbolise a ‘balance of mind’, a decisive and determinant character, whereas                         
playing the piano portrays a sense of harmony and artfulness, while her naked body can                             
signify beauty and sensuality. 
 
 
 
The commercial ends by revealing the secret behind her great achievements, beauty and                         
strong character. “Underneath it all, she’s wearing Gucci Bamboo” (0:35­0:38). The name of                         
the fragrance also reinforces the narrative presented throughout the TV commercial. In the                         
Chinese culture, the plant of bamboo is considered to be a symbol of strength and durability.                               
It survives in various climates; it is not easily destroyed and is comparable to steel.​19                             
Correspondingly, the woman of Gucci represents a character that is unbreakable, strong and                         
graceful.​20 
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 Myth 
When considering the intention of the video, on the surface the representation of ‘woman’ in                             
this way is conducted in order to depict independence and self­determination. However, when                         
explored more thoroughly, the fact that the protagonist is presented through the lenses and                           
voice of a male character does not portray that. The choice of this narrative technique can, on                                 
the one hand, present the male narrator as controlling the woman’s presentation and                         
definition, since she is in this way not given a voice (which can also act to further emphasise                                   
the mystery). On the other hand, one could also state that, in this discourse, the man is placed                                   
as inferior, centring his attention on her and her accomplishments. Therefore, the mythical                         
level of the analysis is actually hidden and can also be interpreted differently when looked at                               
from different perspectives. 
 
Narrative 
The narrative outlined throughout the commercial revolves mainly around achievement and                     
elegance. Elegance, as aforementioned, relates to certain actions and beauty. The intention of                         
the video seems to be to present a model of woman who is independent and strong. Not only                                   
this; she ought to be followed and respected by others (or, more specifically, by men). It is                                 
noteworthy that beauty and gracefulness is, in this narrative, not only connected to physical                           
appearance, but also to art and competitive sports. The protagonist is seen wearing formal and                             
classic clothing while also portraying a strong and dynamic character. In general terms, the                           
narrative presented within this commercial relates to different kinds of possibilities for                       
women. Nevertheless, it also presents and, in this way, sustains stereotypical feminine                       
characteristics associated with physical appearance (dress, high heels, long hair, etc.). 
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 5.1.4 Chanel ‘Coco Mademoiselle’ (2011) 
The ‘Coco Mademoiselle’ commercial was released on the 8​th of March, 2011,​21 and features                           
the British actress Keira Knightley. The song heard in the background is ‘It’s a Man’s                             
World’, written by James Brown and Betty Jean Newsome in 1966, and is performed by the                               
British singer Joss Stone. 
 
Semiological analysis 
The general theme of the ‘Coco Mademoiselle’ commercial is the liberation of the leading                           
actress. The atmosphere is established in the beginning of the commercial with the song ‘It’s                             
a Man’s World’ playing (0:10). The essence of the song is, as the title suggests, that                               
‘everything’ is built by men and thus, “it is a man’s world”. However, as the lyrics suggest, it                                   
can only be a man’s world because women also exist as their binary opposites. The selection                               
of the song can be seen as ironic because the commercial applauds the empowerment of                             
women. As the song, in this instance, is performed by a woman it can, however, signify                               
liberation and empowerment as a woman is given a man’s voice. The lyrics, nonetheless, can                             
also refer to a patriarchal system where men are positioned as superior to women. The lyrics                               
can indicate that the character played by Knightley is struggling to find her place in ‘a man’s                                 
world’ ­ and as the commercial illustrates, she breaks free (or at least attempts to) from                               
societal norms that instruct women on how to behave and look. Her coiffure and body type                               
could be an indication of just that ­ her hair is quite short and she has a boyish figure, she                                       
wears pants and drives a motorcycle: these characteristics are normally considered masculine                       
features. Often, long hair is considered feminine and curves are considered sensual. By                         
choosing Knightley as the face of ‘Coco Mademoiselle’, Chanel challenges the stereotypical                       
characteristics of how a woman ought to look. However, she wears high heels, makeup and                             
her body is one of the main focuses of the commercial. 
 
A noticeable signifier in the commercial is a birdcage situated in the protagonist’s bedroom                           
(0:16). The birdcage signifies confinement and imprisonment ­ signalling a potential capture                       
of the woman. 
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The wall paper in her bedroom and the light colours of the room suggest a calm and gentle                                   
environment, which can be said to refer to femininity. This, in combination with the birdcage,                             
can be linked to a sense of restriction by social expectations of women (further reinforced by                               
the bird that appears to escape the birdcage). 
 
Furthermore, the woman is seen walking towards a motorcycle holding a set of keys in her                               
hand (0:22) ­ which as a sign can symbolise freedom and control. The keys allow her to                                 
escape the aforementioned restricted space; signalling that she is in control of the situation.                           
The keys, in addition, enable her to turn on the motorcycle and drive away. A motorcycle can                                 
be regarded as a masculine object, thus can be said that the keys allows her to enter ‘the                                   
man’s world’.  
 
The general theme of the commercial is ‘power’ and ‘control’. There are instances where                           
men are placed on balconies (0:48, 0:55), thus they physically have to look down at the                               
woman and thereby are perceived as superior to the female protagonist. Furthermore, the                         
protagonist’s profession as a model signifies objectification and subjection, whereas his                     
profession as a photographer, her boss, signifies power and control, as he directs her on how                               
to move and pose. However, the ending of the commercial exemplifies that the female                           
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 protagonist is actually the one in control, as she has the power to leave and abandon the male                                   
protagonist of the story. 
  
 
 
Myth 
As the first level of semiotic analysis suggests, the commercial presents a narrative in which                             
women ought to be liberated from a man’s world. However, if examined thoroughly, the                           
main focus of the story is on the ways the female protagonist utilises her body to manipulate                                 
and gain control. This may suggest that she is being objectified and sexualised, which                           
reproduces a rather sexist manner of handling the representation of women. Yet, her powerful                           
and decisive character is also portrayed throughout the commercial by the act of escaping,                           
which can also suggest witted intelligence, despite the emphasis put on her physical                         
appearance. 
 
Narrative 
The commercial is addressing women and conveys a message of empowerment: women                       
ought to take control and determine their own behaviour. By the protagonists actions and her                             
escape from the restraints determined by the male protagonist, she appears in control.                         
However, as aforementioned, the mythical level of the analysis suggests that the                       
empowerment of the woman in the commercial is presented by utilising a rather misleading                           
representation of women (the emphasis on her physical appearance and body).  
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 5.1.5 Paco Rabanne ‘Olympéa’ (2015) 
The video commercial for the Paco Rabanne fragrance ‘Olympéa’ was released on YouTube                         
on the 20​th July, 2015.​22 The video features the Brazilian model Luma Grothe and was a                               
response to the 2012 ‘Invictus’ fragrance for men,​23 ​featuring Nick Youngquest. The                       
advertisement emphasises conceptions associated with ancient Greek mythology and high                   
modernity, particularly those concerning the lifestyle of a (demi)goddess and, concurrently, a                       
modern day multimillionaire.  
 
Semiological analysis 
The primary signifiers are the model and her actions, the objects in the commercial and the                               
male Nick Youngquest. The signifier of the Caucasian, female model who confidently                       
traverses the steps and promenade of Mt. Olympus signifies beauty, empowerment and                       
irresistibility.​24 Her slim figure and semi­revealing dress signifies a slightly erotic conception                       
of ancient Greek attire and lifestyle. She is often filmed from a low angle; signifying                             
prominence and superiority, and when filmed from a frontal view, her satisfied and content                           
expression signifies at the same moment acknowledgement and indifference. She                   
acknowledges and enjoys the attention she receives from the large male gods and servants,                           
though she does not respond to their affection except through a sly smirk. Furthermore,                           
although the official website for the fragrance describes her as a “modern day Cleopatra”,​25 26                             
she may also denote the ancient Greek mythical goddess of love, desire and beauty,                           
Aphrodite (of whom Venus is the Roman equivalent).​27 
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The signified of empowerment is identified by the signifier of her clapping her hands and                             
commanding the attention of three male attendants (0:17­0:21). The signifier of the                       
Lamborghini Miura, a luxurious sports car, her gold adornments and the positioning of                         
herself in front of her two female attendees also denote power, prominence and significance.                           
The car possesses wings and alludes to Pegasus ­ a winged, pure white stallion who bore the                                 
warrior Bellerophon and brought lightning bolts to Zeus.​28 The significance of this signifier is                           
that a man would usually ride the stallion, however, in this case, it is a woman, a new                                   
demi­goddess who is also used to symbolise wisdom and fame.​29 
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 Beauty and irresistibility are signified from the constant attention she receives, even from                         
inanimate objects (0:12),​30 and particularly from Nick Youngquest, who featured in Paco                       
Rabanne’s previously released advert for the fragrance ‘Invictus’. In this instance, the context                         
must be taken into account. Nick’s appearing in this commercial signifies that, as a                           
champion​31 ­ receiving a bath next to his trophy, he is eligible to pursue Luma and that they                                   
may become lovers. This is also signified in a photoshoot where they are in each other's                               
embrace and Luma is enticingly glaring into the camera lens.​32 After successfully captivating                         
the champion, Luma’s smile (0:26) indicates a sense of accomplishment and satisfaction:                       
“Together, they represent the two facets of one sole fantasy: physical or intellectual victory.                           
A new mythical couple is born, one which is utterly irresistible.”​33 
 
The enlarged and muscle toned male characters in the commercial produce a signified of                           
god­like attributes such as dominance, power, and aggrandisement. No obese or diminished                       
figures are portrayed, and since victory and being an “absolute icon”​34 are the celebrated                           
concepts in the commercial,​35 one can deduce that the characters and props are used to signify                               
an ideal of what man and woman should be and do: “What if the ultimate fantasy involved                                 
being the one and only woman, truly victorious, an absolute icon?”.​36 
 
Myth   
An interesting observation, in conjunction with Barthes’ ‘mythologies’, is that the                     
scenography and productional conceptions are based on Greek mythology; the fragrance                     
itself is described as “not of this world”.​37 An overarching mythology present in the                           
commercial is that victory is achievable by possessing material goods and services such as                           
cars, expensive jewellery, and servants. Having at one's disposal the servitude of attendees is                           
a practice that equates to power. The understanding that one is inherently superior to another                             
due to the possession of constructed beauty standards is another mythology present within the                           
text. The model is likened to a modern day Goddess with “supernatural beauty”,​38 and the                             
positive feelings associated with being goddess­like are purposefully designed to attract the                       
viewer to purchase this good (conversely, notions of mastery­slavery could have the opposite                         
effect on many people).  
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 Narrative 
The narrative presented in this text is that, if one possesses wealth, Western ideals of beauty                               
and the power to command and attract, one is capable of living a life that can provide power                                   
and control. The message is that beyond the material world where humans dwell, even gods                             
are susceptible to a beautiful, bold and confident woman. Of course, the purpose of the advert                               
is to attract customers and sell a product, however, the central model used to convey                             
sensuality and material wealth/power sustains gender and power relations between men and                       
women. The woman was capable of seducing the man, and held sway over him due to her                                 
appearance, wealth and demeanour. 
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 5.1.6 Beyoncé ‘Heat’ (2011)  
‘Heat’​39 is a perfume for women and was created by the Swiss company Givaudan. The                             
commercial was released on the 3​rd of November, 2011, and features Beyoncé, a famous                           
singer and actress. The music in the commercial is a cover version of the song ‘Fever’,                               
written by Eddie Cooley and Otis Blackwell and is performed by Beyoncé. 
 
Semiological analysis 
The main colour of the commercial is red. Beyoncé is dressed in a revealing red dress, the                                 
walls have a reddish nuance, there are red roses, and the perfume bottle itself is also mostly                                 
red.  
 
The colour red signifies lust, passion, heat, and love.​40 The use of red gives the commercial a                                 
seductive and almost dangerous vibe.  
 
The name of the perfume appears as inspiration for the commercial’s theme. The room is hot                               
and moist, and Beyoncé’s skin is shiny and glistening. Furthermore, steam and flames are                           
also included; reinforcing an atmosphere of heat and passion. The ‘heated’ atmosphere is                         
amplified by the protagonist's sensual acting; she seems confident about her own sexuality                         
which creates a narrative of sexual liberation for women. The colour red can, as described,                             
connote love as well as passion; the fact that she is alone in the commercial portrays a kind of                                     
sexual freedom that can be associated with sexual liberation for women. On the other hand, it                               
can also be regarded as a mechanism that can allure the audience into purchasing the                             
promoted perfume. 
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 Beyoncé herself serves as a signifier of allurement, power and sexiness. She wears a red dress                               
as well as a pair of pointy black stilettos. Black connotes strength, mystery and elegance,​41                             
and the connotations of stilettos can be power and femininity. Beyoncé herself is a                           
self­acclaimed feminist:  
 
“I’ve always considered myself a feminist, although I was always afraid of that word                           
because people put so much on it. . . . When honestly, it’s very simple. It’s just a                                   
person that believes in equality for men and women.”​42 
 
She has headlined a ‘female empowerment concert’ in London “in support of Chime of                           
Change, a campaign set up to help empower girls and women around the world.”​43 Thus, she                               
can also be seen as a symbol of power and independence. Being a popular figure enables her                                 
to have an influence, at least to a certain degree, on (young) women, who admire her and                                 
therefore might strive to be like her. 
 
In the beginning and the end of the commercial, it is implied that Beyoncé ​is ​‘Heat’; the first                                   
frame shows the perfume vaporising, which causes Beyoncé to emerge (0:02) and in the end,                             
as previously described, she transforms into the perfume bottle. The name has an identifiable                           
connection to the phrase “Catch the fever”, connoting that the perfume is ‘infectious’ and                           
using it will allow you to catch the fever. Beyoncé as an icon signifies power, success and                                 
mystique. People often have a natural wish to become like celebrities and ­ as the commercial                               
illustrates Beyoncé and the perfume as ​one ​object, purchasing and using the perfume will                           
allow the consumer to be infected by ‘the fever’, in this instance being Beyoncé herself. The                               
song ‘Fever’ is played throughout the commercial. The title connotes heat, sweaty skin and                           
contagiousness – thus the song is reinforcing the ‘hot’ atmosphere described previously. As                         
the commercial ends, Beyoncé looks straight into the camera and says, “Catch the fever” –                             
signalling again that ‘catching the fever’ is something one should strive for, as using the                             
perfume will allow one to feel as attractive and sexy as Beyoncé. 
 
Myth 
On the one hand, the commercial appears to applaud and promote female sexuality and the                             
sexual liberation of women; the female protagonist illustrates confidence and sexual                     
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 liberation. Beyoncé can be regarded as a power figure and an icon, and, accordingly, many                             
women will have an interest in becoming like her. On the other hand, the commercial also                               
reproduces an image of what sexiness is. As she is portrayed possessing stereotypical                         
feminine characteristics (long hair, curves, stilettos, etc.), the audience will be inclined to                         
perceive this image of femininity as the right way to be a woman, and thus, strive to become                                   
like her. Subsequently, the mythical level of the commercial can be interpreted in dual                           
fashion, firstly by indicating what sexiness is and, secondly, by promoting this idea.  
 
Narrative 
The commercial depicts the protagonist as a strong and sensual woman: she caresses herself                           
and dances against a mirror, which creates an image of her as a modern woman who is                                 
confident in her own body. On the one hand, the commercial can be conceived as a way of                                   
sexually liberating women, as she seems comfortable, expressing a sense of sensuality that                         
does not seem to be directed towards a romantic partner. On the other hand, the character                               
demonstrates a quite stereotypical image of female sensuality which can cause women to                         
pursue this image. Though Beyoncé is generally considered a talented singer, this talent is not                             
really the focus of the commercial. In a sense, it is used to amplify a sexual atmosphere as she                                     
is singing the song in a whispering and amorous voice. Thus, her sensuality is more in focus                                 
than her talent for singing. In conclusion, the message of the commercial is that one can                               
become like Beyoncé and ‘catch the fever’ if the perfume is used. 
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 5.1.7 Dior ‘Dior Homme Parfum’ (2013) 
The commercial ‘Dior Homme Parfum’​44 was aired on the 1​st of September, 2013, and was                             
directed by Romain Gavras and filmed in New York city. The commercial features Robert                           
Pattinson and the model Camille Rowe, who portray a young couple in a fun and spontaneous                               
relationship.   
 
Semiological analysis 
Robert Pattinson is presented as the leading character, one who takes initiative and who is in                               
control of any given situation. His domination and leadership are depicted in many instances                           
throughout the commercial. In various scenes the protagonist is shown to have a leader role in                               
the relationship, for example, when grabbing her by the hand through a ballroom party or by                               
holding her hair as a sign of sexual domination and passion. 
 
 
 
On the other hand, the main character could be discerned as vulnerable and sensitive, as                             
indicated by the website for the fragrance: “​he embodies a certain idea of masculinity against                             
the current flow of ideas . . . [a] manhood where vulnerability makes their difference, and                               
sensitivity their strength.”​45 Such a signified concept could be discernible from the scene                         
where he glances into his partner’s workplace ​(0:13­0:18) and evinces a degree of                         
longingness and dependence. Such an interpretation could also be inferred from his lonely                         
passages on top of buildings and in secluded spaces (0:29).   
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 Furthermore, as the commercial takes place in various locations, the camera focus changes                         
according to the scenes; the protagonist is presented sitting on a roof, or standing at the top of                                   
a skyscraper with the camera filming from a lower angle. This perspective could be analysed                             
in two different ways. Firstly, as ‘Dior Homme’ is a perfume for men, the camera perspective                               
can be interpreted as a sign of admiration ­ the male viewer is to look up to the protagonist as                                       
a role model. The protagonist wears classic items of clothing including black suits, black and                             
white shirts and a classic coat, which in combination with the sunglasses (00:32) could                           
signify chic, elegance and modernity. The attitude and the physical appearance of the                         
protagonist signify elegance, power, spontaneity and superiority. The latter characteristics in                     
combination with this particular camera angle connote degrees of admiration and                     
aggrandisement.  
Secondly, the position of the camera can be interpreted differently. As                     
aforementioned, the main character is placed on a higher ground, a perspective that could                           
signify superiority over the female protagonist. The latter is exemplified in one particular                         
scene in which the characters are running across a house; the male protagonist is shown                             
running on the top of a roof, whereas his partner is shown running on a level below him in the                                       
same direction. This signifies the repression and submission of the female, establishing the                         
male protagonist as a hegemonic character, a point that is subtly reinforced throughout the                           
commercial.  
 
 
 
Women, in this sense, are persuaded to be fragile, in constant submission to male                           
assertiveness and leadership. The actress is presented as being influenced by Pattinson’s sex                         
appeal and spontaneity. The protagonist is constantly leading the way, taking her by the hand                             
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 through various places, while she is continuously rescued and protected by him. This dual                           
interpretation drawn from the female and male perspectives creates an ambiguous reading                       
while reinforcing male supremacy.   
 
Myth 
The representation of the protagonist throughout the commercial is part of a myth that                           
reproduces an image of the man as elegant, attractive, authentic, spontaneous, and proactive.                         
Dior’s mythical man is not different from the male protagonists presented in other                         
commercials, though he is depicted with a sense of authenticity and wittiness.  
 
As presented in the analysis, the protagonist controls the situation at all times, creating an                             
atmosphere of ease as he is able to take the lead. Considering the camera perspectives, which                               
occasionally film from a low angle, as well as the character of the protagonist presented in                               
the commercial, one can deduce that the protagonist is presented as a role model to the                               
viewers; someone to emulate. In addition to this, the spontaneous attitude and the laughs he                             
shares with his companion conveys to the viewer a sense of authenticity. This perspective                           
allows the viewer to easily identify with this character and have a framework to follow not                               
only by his attitude, but also by the way in which the relationship is presented.  
 
Narrative 
The representation of the male character in this commercial is that of supremacy, elegance,                           
and composure. The actor embodies these three characteristics in the way he acts and leads                             
his companion. By presenting the protagonists laughing, dancing, and being intimate in a                         
spontaneous manner, there is more room for the audience to be able to relate to or to wish for                                     
such a romantic scenario. 
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 5.1.8 Paco Rabanne ‘Invictus’ (2013) 
The Paco Rabanne ‘Invictus’ commercial was first aired on the 10​th July, 2013,​46 and features                             
Nick Youngquest as the main character. The commercial is produced by the French feature                           
film producer Alexandre Courtés and portrays a victorious journey for the male protagonist,                         
from when he enters the stadium, to the steamy post­match celebrations in the changing                           
room.​47 
 
Semiological analysis 
The male character throughout commercial is presented with an exposed torso. This                       
visualises the man’s chiselled bodily features which signify an athletic and physically active                         
person. Moreover, this physical feature is seen as an ideal to be strived for in Western culture,                                 
as it signifies physical perfection. Whenever the male character makes a gesture with his                           
arms, certain actions occur around him. In the first instance (0:11), with a single gesture, the                               
man causes the floodlights of the stadium to switch on, signifying, in this way, an outburst of                                 
power and dominance. In the second instance, the same gesture results in the shattering of a                               
group of white­coloured chasers who bear a close resemblance to moving statues.                       
Furthermore, the protagonist’s attitude appears calm and collected with a hint of                       
self­satisfaction throughout the series of challenges he faces; signifying mental strength.                     
Taking these three instances into account, the powerful gesture connotes a divine power                         
attached to the male character, which allows him to perform supernatural actions by merely                           
raising his arms. In the second instance, the connotation is also attached to a divine control                               
over the life and death of others.  
 
The setting in which the commercial takes place contains signs leading to a reading of it as                                 
being connected to Greek mythology. This interpretation is built on a series of factors.                           
Firstly, the stadium in which the story unravels itself bears close resemblance to the                           
amphitheatres of classical Greece. Secondly, many of the characters that appear around the                         
protagonist all bear white toga­like clothes, which are typical of the classical period in                           
Greece. Moreover, the characters are all, with the exception of the five women at the end of                                 
the commercial, large in proportion to the protagonist, which connotes supernatural attributes                       
connected to divinity. In the first instance two women (0:08), who appear to be goddesses,                             
are posing on each side of the protagonist, entangled in clouds holding a pole­like object in                               
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 one of their hands as if they are guarding the entry to the stadium. In the second instance, the                                     
imagery created at (0:22) bears close resemblance to Michelangelo’s famous painting, ‘The                       
Creation of Adam’,​48 except, in this instance, it is the Goddess who attempts to reach the                               
protagonist but he does not reciprocate her attention. She is pointing at him, which can                             
signify that he is the chosen one, and consequently these signifiers can connote male                           
superiority. The third instance of Greek mythology present via the characters is at (0:25)                           
when two toga­clad male characters with full grey beards smash a pole­like object to the                             
ground, which immediately creates sparks that fly around the protagonist. The sparks can                         
illustrate lightning bolts, which can be associated with the god Zeus, who these male                           
characters also bear resemblance to, due to for instance their beard and garments. 
 
The female representation throughout the commercial is connected to the male character and                         
appears to relate to every one of the male protagonist’s actions, as they all pay close attention                                 
to him. Furthermore, the women who make their appearance in the changing room of the                             
stadium (0:39) all have a similar slim body type, and wear white clothes which signify purity                               
and divinity. Within this Greek mythological framework, the women in the commercial                       
connote many of the features attributed to nymphs: as divine female spirits associated with                           
beauty, youth, and freedom.  
 
 
 
The soundtrack in the commercial is the song ​Power ​performed by Kanye West. The lyrics​49                             
suggest a possession of unlimited power and excellence. This supports the connotations                       
attached to the protagonist and his actions throughout the entire commercial.  
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 Myth 
The mythical framework created within this commercial relates to the idealisation of features                         
and attributes that are traditionally considered masculine and are attributed to the category                         
‘man’. The connotations attached to the male protagonist (victory, divinity and physical                       
activity) are co­creating a myth in which the man is presented as the dominant one within                               
gender discourse. Placed within a gender­representation study, reading this myth adds to an                         
uneven distribution of the role of male and female participation in society. The female                           
characters are passive bystanders, whose only role is to support and pay attention to the man,                               
whereas the man creates the world through actions, and is applauded for doing so, thus the                               
man is seen as superior to the woman both in strength and in action.  
 
Narrative 
The narrative of this commercial leaves an impression of the male character, being wrapped                           
in mythical supernatural attributes who demands the acknowledgement of women to every                       
action he performs. Throughout the commercial, the protagonist appears calm, in control and                         
proactive. This is to be observed in opposition to the gender counterparts who play the role of                                 
applauding, observant bystanders. The binary opposition of male and female is clearly                       
formulated in this setting and reinforces stereotypical notions traditionally connected to the                       
sexes and their respective roles in relation to each other and in their respective society. 
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 5.1.9 Givenchy ‘Gentlemen Only’ (2013) 
The commercial was published on YouTube on the 6​th March, 2013,​50 and features the male                             
actor Simon Baker. The commercial is shot in Ile­Saint­Louis, Paris.​51 The campaign aims to                           
promote an idea of the modern gentleman with an effortless sense of style.​52 
 
Semiological analysis  
The first noticeable signifier in this commercial is the white bike, which Simon Baker is seen                               
riding around town and which aids him in rescuing bewildered women. A bicycle can signify                             
freedom as well as a healthy and active lifestyle. However, in connection to the                           
representation of the protagonist as a heroic figure, as well as the portrayed settings of an                               
older town with classic architecture: the connotations of the bicycle become equivalent to that                           
of a white stallion in fairy tales. This is amplified by the protagonist wearing a white shirt; the                                   
repetition of white connected to Simon Baker signifies pureness and goodness, which are                         
attributes traditionally associated with the colour white. In conjunction with the name of the                           
product being advertised, ‘Gentlemen Only’, a framework is created where it is appropriate to                           
draw parallels to the protagonist on his bike to a fairy tale prince on his white stallion.  
 
The above mentioned semiotic approach allows for a context based connotative reading of                         
the role of the female characters. The two women presented in the commercial signify a                             
modern version of ‘a damsel in distress’, when portraying a sense of passiveness in the face                               
of a challenge ­ in this case, signified by the road work and accepting aid from the                                 
protagonist, rather than finding a solution to the pavement blockage themselves.  
 
The choice of the leading actor, Simon Baker, is based on the attempt to present an image of                                   
a man who is “[c]lassic, assertive and witty”.​53 As a professional actor, Simon Baker brings                             
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 polysemic readings, depending on the audience’s previous experiences with his work. For the                         
part of the audience that is not familiar with Simon Baker’s work, his physical appearance                             
could typically signify a healthy, appealing and elegant person. Concludingly, the denotations                       
connected to Simon Baker attribute said values to the individual readings of the commercial.                           
For the part of the audience that is familiar with Simon Baker’s work, the features attributed                               
to his previous roles, such as Patrick Jane in ​The Mentalist​, can influence their readings of                               
him, hence influencing their overall reading of the text. As for our reading we see him as the                                   
image of a successful beautiful man, fit for the sign of the prince. 
 
Myth 
The myth presented in this commercial is that the possession of gentlemanly traits is                           
conducive to winning the affection and admiration of desirable ladies. Furthermore, it also                         
presents the myth that women always respond favourably to helpful gestures, even if                         
unwanted or unneeded. All this is situated within a fairy tale­like story which masks the myth                               
of unequal relations. This creates a narrative in which proactiveness and caretaking are two                           
dominant factors in the creation of male character, whereas a woman’s character is connected                           
to passiveness and dependence on the man. The woman is presented to be dependent on his                               
aid in order to overcome the challenges she might be faced with (here signified by the                               
road­work), and she would rather accept his aid than attempt to overcome the issues herself.                             
This adds for a naturalisation of women as being passive and reactionary entities, requesting                           
male presence to overcome daily challenges. 
 
Narrative  
The male protagonist in the commercial is a pro­active, conservatively well­dressed man who                         
helps the bewildered women of the world. The women in the commercial appear                         
‘short­sighted’ and dependent on the help of others to overcome challenges that are apparent                           
and right in front of them. If you are a man, according to the narrative of the commercial, it is                                       
your duty to be representative and accommodating and to help the ‘damsels in distress’.   
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 5.1.10 Hugo Boss ‘Boss Bottled’ (2014) 
The commercial, released on the 17​th September, 2014,​54 is one in a series entitled “Man of                               
Today”; a commercial campaign promoting the sale of the Hugo Boss fragrance ‘Boss                         
Bottled’. The fragrance itself has been available for 15 years,​55 though in 2014 the actor and                               
producer, Gerard Butler, was selected as ambassador for the fragrance and featured in its                           
commercial. The series not only promotes the fragrance of Boss Bottled, but accentuates the                           
characteristics that are to be associated with a contemporary male figure. The semiological                         
signs located within Gerard Butler’s advertisement will be analysed in order to ascertain how                           
the series conceptualises modern day masculinity.   
 
Semiological analysis 
The primary signifiers in this commercial are the character Gerard Butler, the suit he wears                             
and his surroundings. Also, throughout the commercial, a small piece of text is superimposed                           
in the bottom right hand corner of the screen which reads “#MANOFTODAY”, a signifier                           
which signified is progressively established throughout the commercial.  
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 Firstly, Butler’s grey suit is a signifier which signifies wealth, importance and a high social                             
class. The surroundings in relation to the suit comply with the afore established image; his                             
upstate apartment fitted with a large, clean glass table, a lacquered marble floor and modern,                             
neatly arranged furniture signify luxury and success, achievement, clarity and structure                     
(0:12­0:15). Butler’s traversing the slightly glistening cobblestones signifies strength,                 
stability and solidity ­ terms often associated with masculinity (0:15­0:20). The light signifies                         
hope and a positive future, and the final scene depicting Butler assessing San Francisco’s                           
skyline signifies optimism, opportunity and an ability to accomplish whatever he sets out to                           
perform (0:33­0:43).   
 
 
 
Secondly, the persona of Gerard Butler as an actor in romantic comedy and action movies, as                               
well as his deep Scottish lowland accent, signify and accentuate already established                       
masculine norms. His stubble and neatly groomed hair style also signify polite moderation.                         
Furthermore, the creative director of the commercial, Mark Isken, expresses some revealing                       
comments on the nature of a man: “There are some basic truths about what it means [to be a                                     
man], these truths are, like, eternal.” (0:32­0:40).​56 In this sense, “#MANOFTODAY” could                       
signify the aforementioned characteristics and associations, that is, that he be wealthy,                       
well­groomed, clean and of a high social class.  
 
Thirdly, the signified of “#MANOFTODAY” is established through the words and actions                       
that are articulated by Butler and through the visual ​mise­en­scene that accompany his words.                           
The key phrases Butler enunciates are, “good conduct” (0:10), “noble” (0:18), “diligence”                       
and “dedication” (0:27­0:27), “be true to yourself” (0:34) and “a man of success” (0:38). The                             
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 signified of these phrases: hard work, good behaviour and integrity, correspond to a class                           
ethic that maintains the ideals necessary for capitalism.  
 
Myth 
The concepts associated with the second­order signification of Butler’s words, appearance                     
and surroundings connote a mythical conception of modern day man that only a few could                             
aspire to become. This is accomplished firstly through the first order signification: genteel                         
citizenry, and the second order signification connotes ideal standards of manhood and                       
masculinity. In reality, however, the man of today signified by the commercial corresponds to                           
a very low population, even within first world countries. Of the Earth’s population, only a                             
minority possess the wealth necessary to afford the luxuries presented in the commercial, and                           
only a few could mimic Butler’s appearance. 
 
Narrative 
In conclusion, it is apparent that Butler was chosen for this commercial to symbolise what a                               
man could, or even should, be today. The Caucasian, middle­aged wealthy man embraces                         
many signifiers that signify an idea of success and idealism. The narrative of the commercial                             
denotes that possession of material wealth, and valuing attributes such as diligence, hard                         
work and commitment constitute what a man should be in modern, Western society. This                           
conception, however, marginalises a vast majority who would (and could) not aspire to                         
achieve such ends, and creates a greater challenge for those who do not adhere to Butler’s                               
appearance or occupation.   
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 5.2 Combined analysis 
Following a reflection of the aforementioned individual analyses it became apparent that each                         
of the commercials advocates what a man or a woman could be or do, whether that be to                                   
attract the opposite sex, to empower women, to adopt masculine traits, or to improve one’s                             
self­image and self­esteem. The analyses disclosed that the commercials promoted certain                     
gender ideals and four persistent themes have been identified; success, beauty ideals, power                         
relations and liberation. These themes mainly relate to the distribution of roles between the                           
sexes, but also the representations of men and women and what they entail. An overall                             
conclusion suggests that male protagonists are mostly presented as successful and victorious,                       
striving for wealth and capitalist norms of success, whereas female protagonists are presented                         
as sensual and elegant, and in some instances unassertive and aim for liberation from social                             
or other constraints. 
 
Firstly, the theme of success will be discussed in terms of material wealth and professional                             
success, a subject that mainly relates to men’s roles and social expectations. Following this,                           
physical appearance as a theme is an important aspect in relation to the representation of both                               
men and women, with an emphasis mainly on the social expectations regarding men and                           
women’s appearance. For instance, male protagonists are presented wearing elegant suits and                       
shirts, whereas female characters are mostly depicted wearing dresses, which suggests a clear                         
distinction of masculine and feminine traits regarding clothing.  
In addition, the power struggles present in the relations between the genders suggest                         
an unequal relationship, placing the male gender in a superior position. Furthermore, in                         
connection to liberation, men do not seem to be part of the narrative equation, since only                               
women are presented as ‘trapped’ within the norms they strive to be freed from. 
 
5.2.1 Physical appearance 
One of the key elements in establishing the gender binaries in the chosen commercials relates                             
to the appearance of the characters. Regarding the physical appearance of the protagonists in                           
the chosen commercials, men are mainly presented wearing suits (‘Man of Today’), casual                         
but chic outfits (‘Gentlemen only’), or having an exposed torso (‘Invictus’). Their                       
appearances signify elegance, success, physical strength, and allure, characteristics that                   
indicate towards the presentation of men as aesthetically pleasing, wealthy, and handsome.                       
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 On the other hand, women are presented wearing tight, semi­revealing clothing (‘Killer                       
Queen’, ‘Heat’) or dresses (‘Olympéa’), accentuating a rather more erotic and suggestive tone                         
or an accepted representation of femininity.  
 
A generally noticeable trait occurring within the commercials is also the plurality of women’s                           
attire and the static, uniform clothing that men are presented in. The male characters are, as                               
mentioned, portrayed in formal clothing representative of a high social class and lucrative                         
occupation, whilst women are presented in a variety of clothing, ranging from dresses                         
(‘Heat’), to a motorcycle costume (‘Coco Mademoiselle’), to nothing (‘Gucci Bamboo’). In                       
only three instances are a woman wearing jeans, ‘trousers’, or jumpsuit to suggest a more                             
gender neutral tone (‘Dior Homme’, ‘Gucci Bamboo’, and ‘Coco Mademoiselle’). Such an                       
amorphous and varied display of women’s attire may derive from the discourse of women’s                           
liberation and contested status in contemporary Western society. As gender roles continue to                         
diversify, so do their respective representations in the media industry.   
Butler’s approach to the performativity of gender allows for an elaboration                     
concerning the choice of attire. According to Butler, gender performativity “is effected with                         
the strategic aim of maintaining gender within its binary frame” (1988: 526). This binary                           
frame is, in relation to the commercials, manifested in the choice of attire and the meanings                               
attributed to them. The singular tool of gender performance distributed to the male audience                           
is in the form of the suit, as all of the male characters are wearing suits with the exception of                                       
Nick Youngquest in ‘Invictus’ and Simon Baker in ‘Gentlemen Only’. In comparison, female                         
performativity is displayed in a diverse manner and is not represented by a singular piece of                               
clothing. Femininity is established through wearing dresses in a variety of lengths and                         
otherwise skin­tight clothing. However, diverse the women’s apparel is in the commercials,                       
the majority of them do not wear pants, and none wear blazers or shirts, which are all pieces                                   
of clothing traditionally associated with the male category and connote empowerment and                       
success, as established in earlier analyses. Neither are any of the men wearing dresses or                             
jewellery which is traditionally regarded as feminine. The gender binaries created throughout                       
the commercials function to establish a set of univocal truths correlating appearance with                         
gender ­ men wear suits, women wear dresses. As such, the values associated to the two                               
categories differ and establish different binary power relations. The man is powerful,                       
wealthy, and elegant, as seen in for example ‘Man of Today’, whereas the women are sensual                               
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 and approachable, as seen in the ‘Gucci Bamboo’ commercial. The connotative values                       
attached to the attires the protagonists wear establish an unequal distribution of power, thus                           
attributing associations to the gender binaries.  
 
Observing the protagonists’ physical appearances also illuminates values that the commercial                     
industry attaches to the category of beauty for the genders. Men are portrayed as strong,                             
independent, and well groomed (e.g. short hair and reduced facial hair) and are hardly large                             
and obese. On the other hand, the physiques of the female protagonists range from petite                             
(Keira Knightley) to busty (Katy Perry and Beyoncé) and have long hair (with the exception                             
of Keira Knightley), thus emphasising the possible physical differences between the sexes.                       
Furthermore, it is typical in advertising that Western beauty stereotypes are                     
hyper­emphasised and edited in order to fully convey an idealised physical appearance                       
necessary for immediate attraction. In this sense, the characters’ physique and physical                       
appearances are realised by the audience and a performed gender representation is conveyed                         
to be readily accepted.  
 
These gender idealised representations of men and women may be further propagated and                         
sustained by the adverts, as Althusser stresses: “I only wish to point out that you and I are                                   
always already subjects​, and as such constantly practice the rituals of ideological recognition,                         
which guarantee for us that we are indeed concrete, individual, distinguishable and (naturally)                         
irreplaceable subjects.” (Althusser, 1971: 172­173). Individuals are thus ‘hailed’ to become                     
subjects recognisable by a society's ruling ideology. In relation to this, Butler also states that;                             
as gender is not a fixed “identity or locus of agency from which various acts proceed; rather,                                 
it is an identity tenuously constituted in time ­ an identity instituted through a ​stylized                             
repetition of acts​.” (1988: 519, italicised in original). Such a view would correlate with the                             
endurance of tradition ­ however much edited through time ­ that is preserved to maintain                             
beauty ideals.  
 
5.2.2 Success 
‘Success’, is an abstract noun that can convey a number of meanings. In 21st century Western                               
society, it can be defined as “the accomplishment of an aim or purpose.”​57 On the other hand,                                 
and more conventionally, it can be attributed to the acquisition of wealth: “the fact of getting                               
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 or achieving wealth, respect, or fame.”​58 For the purposes of this analysis, the latter definition                             
will act as the guiding connotation of the word ‘success’.  
 
The theme of success is most visible in the commercials aimed at men where the message                               
conveyed an ideology of how a ‘real’ man should be. The theme is not consistent in the                                 
commercials for women, where the focus is mainly on liberation and physical appearance.                         
One of the most consistent signifiers of success in the commercials are those signalling                           
material wealth, for instance, suits, which signify wealth, power and a high social class. This                             
signifier is present in the ‘Dior Homme’ commercial and ‘Man of Today’ commercials.                         
Another general signifier of success located throughout the analyses is the use of upper­class                           
homes; in ‘Dior Homme’, ‘Man of Today’ and ‘Coco Mademoiselle’, the protagonists reside                         
in upscale apartments in capital cities (Paris and New York).  
 
Furthermore, expensive vehicles are also utilised as signifiers of success and wealth in four of                             
the commercials. In the Paco Rabanne commercial for ‘Olympéa’, Luma Grothe is seen                         
standing next to a Lamborghini Miura, “the ultimate sports car”,​59 an iconic vehicle known,                           
in 1966, to be the fastest production car in the world.​60 
 
Another general pattern that signifies success in the selected commercials is the predominant                         
portrayal of celebrities (actors, actresses, singer/songwriters), such as Gerard Butler, Robert                     
Pattinson, Katy Perry and Keira Knightley. Subsequently, the commercials depict material                     
wealth and professional achievement as an ideal, one that can for instance attract the affection                             
of the opposite sex and contribute to one’s well­being. Although the commercials convey                         
different messages,​61 the medium through which they do so (employing well­known                     
actors/actresses who can readily afford such luxuries) suggests that the audience should                       
aspire to become wealthy, or to become someone of a similar social position. 
The prestige attributed to wealth and fame assents to capitalist forms of production                         
and class struggle, what Marx and Althusser refer to as a society’s “infrastructure, or                           
economic base” (Althusser, 1971: 134). When discussing the effects of discourse in ​Textual                         
Analysis: A Beginner’s Guide (2003), McKee addresses the contested importance of economy                       
in large­scale social organisation: “​A strong economy is the most important end point for any                             
society”.​62 One understanding of Western society, or indeed, capitalism, is that it is a                           
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 mechanism of exploitation, a system of governance that encourages material gain at the                         
expense of the working class: the proletariat. In Althusserian terms: 
 
“The State is a ‘machine’ of repression, which enables the ruling classes . . . to ensure                                 
their domination over the working class, thus enabling the former to subject the latter                           
to the process of surplus­value extortion (i.e. to capitalist exploitation).” (Althusser,                     
1971: 137).  
 
The depiction of the protagonists in the commercials legitimises this system, and the audience                           
is thus interpellated to strive for wealth and success in the prescribed manner. 
 
The notion of success in relation to gender roles in the commercials is also telling; as                               
described previously, the theme of success is mostly present in the commercials for men. In                             
the ‘Man of Today’ commercial, a ‘recipe’ of how a modern man should be is introduced to                                 
the audience: he is noble, dedicated, true to himself, successful and knows how to conduct                             
himself. Althusser (1971) mentions how children are taught ‘good behaviour’ in order to                         
reproduce submission. He explains, for instance, how the school “teaches know­how, but in                         
forms which ensure subjection to the ruling ideology” (Althusser, 1971: 133). Thus, being a                           
‘man of today’ correlates to practices instituted by the ‘ruling ideology’, which in the West                             
are based on capitalistic endeavours. 
 
In general, the commercials for men reproduce stereotypical categories of how a man should                           
be: handsome, well­groomed, successful, a womanizer, etc. Thus, the audience is presented                       
with a rather one­sided representation of the male sex. Adorno and Horkheimer explain how                           
“[e]veryone is supposed to behave spontaneously according to a ‘level’ determined by indices                         
and to select the category of mass product manufactured for their type.” (Adorno &                           
Horkheimer, 1997: 97) ­ in this sense, the advertising industry has already established what a                             
man ‘is’. Following the results of the analyses, it appears that men are still interpellated to fill                                 
a traditional male role with a primary focus on success and power.  
 
The theme of success was not consistent in the commercials for women ­ only in two of them                                   
did it seem to be of importance. In the ‘Olympéa’ commercial, the model possesses ​luxury                             
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 items such as a fancy sports car and golden adornments ­ furthermore, her male and female                               
attendants all contribute to her receiving admiration and her becoming an object of desire.                           
Her wealth and attractiveness are equivalent to power and success; she has partial control                           
over those who value such attributes. Her power and sway over the champion ‘Invictus’,                           
however, serves to seduce and entice him, to use her wealth and beauty for the ultimate                               
purpose of seduction. Concerning gender stereotypes, and the message of the commercial                       
itself, it becomes apparent that though associations with wealth or fame could connote                         
multiple meanings, those meanings associated with seduction become primary and contrast                     
the meanings presented in the former Paco Rabanne commercial for ‘Invictus’.  
 
In the ‘Gucci Bamboo’ commercial, the female model is seen mastering the piano and driving                             
an expensive car, this signifies wealth, and thus success. The commercial illustrates how “she                           
controls and masters”, and thus is portrayed as being powerful which, traditionally, can be                           
regarded as a masculine virtue. On the other hand, the protagonist also portrays stereotypical                           
characteristics such as wearing high heels, a dress and enticing a man, and she is furthermore                               
not given a voice, which diminishes the attainment of success. 
 
According to Althusser, ​Ideological State Apparatuses ​(in which communication, i.e. the                     
press, radio and television, is a constituent) that operate in the private domain (Althusser,                           
1971: 144) function by ideology (ibid.: 145), that is, “the system of the ideas and                             
representations which dominate the mind of a man or a social group.” (ibid.: 158). In the US,                                 
one study has revealed that in one hour of prime­time television, commercials account for                           
over a third (36%) of the total content.​63 When unscripted late­night shows are aired,                           
commercials account for nearly a half (49%) of total content (per hour).​64 Thus, although the                             
communication industry is described by Althusser as only one of many Ideological State                         
Apparatuses, of which fragrance commercials constitute a small percentage, the ideologies                     
inherent within these commercials aid in sustaining binary oppositions and gender                     
stereotypes. 
 
5.2.3 Power relations 
Another one of the patterns identified in the selected commercials is the subject of power                             
relations. The relations are being displayed in a multitude of ways and are distributed                           
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 throughout many of the commercials. However, scrutinising them individually enables a                     
categorisation of the modes in which the power relations between the genders are portrayed.                           
This analysis pays particularly close attention to this relation, as it is the most explicit                             
narrative adopted. 
 
The commercials display favouritism towards the man as an ‘action­creating’ character. In                       
most cases, it is the man’s actions that establish the storyline in the commercial and, in some                                 
instances, it also occurs at the expense of the female character. The power relations displayed                             
differ in a series of ways between the chosen commercials. 
 
The semiotic analyses of the commercials have illuminated signs and specific connotations                       
attached to these signs in relation to gender power relations. As previously mentioned, an                           
underlying theme of male dominance follows as a general discourse laid out in the                           
commercials. This is exemplified in, for instance, the Givenchy’s ‘Gentlemen Only’                     
commercial analysis, which displays how the male character creates the narrative, since he is                           
portrayed as a hero who helps the two ‘damsels in distress’. The same kind of unequal                               
distribution of power and agency is also explicit in ‘Dior Homme’ and ‘Invictus’, both of                             
which carry clear signs of how the male protagonist performs actions, and the female                           
characters are consequently following suit or simply admire the protagonist’s proactiveness.                     
A less visual, yet still ample example is how the male narrator in the ‘Gucci Bamboo’                               
commercial carries significance and disrupts the audience’s perception of the female                     
character’s liberation. It is noteworthy, nevertheless, the fact that three of the aforementioned                         
commercials aim at male audiences, which can be said to influence the structure of the                             
narrative and the message. The narrative presented in most of them advocate unequal                         
relations between men and women, with men presented as proactive and women as passive.                           
Thus, this can be said to further emphasise how established and stereotypical gender roles are                             
also promoted through advertising. 
 
The commercials that are not dominated by a male narrative, on the other hand, bear                             
characteristics of a separation from stereotypical patriarchal ideas and structures. This                     
characteristic is exemplified in the Paco Rabanne ‘Olympéa’ commercial. The gender                     
binaries are outspoken and exemplified in the imagery of the commercial. The female                         
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 protagonist is seen arriving in the Lamborghini Miura with wings attached to it, signifying                           
Pegasus, as previously stated. She is carrying out deeds traditionally ascribed to men ­ driving                             
luxurious cars and commanding actions from her surroundings. Her every action demands                       
attention from the other characters (and audience) and the male characters are presented as                           
passive, reactive entities; spellbound by the presence of the protagonist. The woman obtains                         
an advantage over her male counterpart by their mere presence. Another example of a female                             
‘in control’ is the narrative present in the ‘Coco Mademoiselle’ commercial. The perceived                         
advantage that the female protagonist possesses is portrayed as a consequence of her sensual                           
nature, her physical appearance, and the way in which she beguiles her male counterpart.                           
Analysing female power advantages in the chosen commercials illuminates a noteworthy                     
aspect, namely that only products targeting women seek to reverse the power roles and give                             
the females the advantage. 
 
Considering the distribution of agency and power in the commercials ­ and relating them to                             
the theories previously outlined, allows for an identification of the causes for these patterns.                           
Following this, it becomes visible how two different discourses are distributed to the                         
audiences of the commercials in regards to power and agency. The products aimed at the                             
male audience (and to some degree the ‘Gucci Bamboo’ commercial) portray a world in                           
which the man is the achiever and the hero of the story. He is to be admired for his                                     
proactiveness and action orientation at the expense of female agency. This interpellative                       
narrative maintains a mind­set amongst its audience, which promotes unequal power                     
distribution between the genders.  
 
For the products aimed at the female audience, the narrative bears more pointers towards a                             
fight against established power­relations and a call for women to take the initiative. This is                             
shown through explicit imagery and actions in the commercials. However, displaying the                       
actual upper hand in favour of the women, the power relation is only apparent in two of the                                   
ten commercials. One includes a female protagonist who uses her sensuality in order to                           
charm her male counterpart, and in that sense establish an unequal power relation (‘Coco                           
Mademoiselle’). The other includes a female protagonist who, through a mythical narrative                       
and build up, displays herself as not needing a male counterpart to define her worth or her                                 
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 actions ­ she is truly liberated from the gender power struggle and is in that sense ‘free’ and                                   
independent (‘Olympéa’). 
 
The interpellative powers at play display an inequality between the two types of audiences.                           
For the male part, the ideologies in regards to gender maintain old virtues (such as physical                               
strength, ‘gentlemanly’ behaviour and material success) as the means by which man asserts                         
power dominance over the woman. These ideals derive from an already established discourse                         
on the roles and ideals attached to genders in accordance to the dominant ideology. This falls                               
in accordance with Althusser’s description of the ISA’s objective to distribute the ideology of                           
the ruled class (here conceptualised as the ‘ruling gender’), in which the superior position of                             
males over females has historically dominated (Althusser, 1971: 185­186). Through the                     
process of interpellation, ideas regarding gender binaries are maintained. Althusser suggests:  
 
“The individual in question behaves in such and such a way, adopts such and such a                               
practical attitude, and, what is more, participates in certain regular practices which are                         
those of the ideological apparatus on which ‘depend’ the ideas which he has in all                             
consciousness freely chosen as a subject.” (1971: 167)  
 
Traditionally and historically, men have been considered as superior to women due to certain                           
established ideologies that present them as physically strong, assertive and orientated towards                       
positions of power (be that authoritative positions or career oriented). In this way, behaviours                           
and ideas in regards to masculinity are also connected to power and authority over the                             
relations between genders. The heterosexual male character presented as strong and decisive                       
has long been considered 'the ideal'. This ideal image has been reproduced and reinforced                           
within gender discourse due to a variety of ideological apparatuses, amongst others the                         
advertising industry. The act of interpellation causes individuals to reproduce similar                     
behaviours to those distributed by the various ISAs, hence reinforcing the already established                         
gender power relations as a reflection of the dominant ideology. 
 
Since times have changed, the ideologies have also changed in some way: women strive to be                               
liberated from social restraints and take over the role that has historically belonged to men.                             
However, this does not diminish asymmetrical power relations; it does, however, work                       
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 towards attempting to reverse the positions. This change is presented by some commercials                         
and others present stereotypical representations of women, while others again present a                       
narrative situated in between. All of the influences, however, are the ones that interpellate                           
and this way shape individuals into subjects. 
 
5.2.4 Liberation 
Liberation is the last of the patterns identified from the narratives presented in the                           
commercials. There are two different ways to discuss liberation as a theme, depending on                           
what it is associated with: liberation as the emancipation from social or gender stereotypes, as                             
sexual freedom for mainly women. These themes are present in the commercials analysed                         
and will therefore be discussed in line with the question of gender stereotypes. 
 
Liberation from social norms 
The ideology presented in this framework derives from the narrative presented in the ‘Killer                           
Queen’, ‘Coco Mademoiselle’, ‘Miss Dior’, and ‘Gucci Bamboo’ commercials. The narrative                     
of liberation concerns, primarily, a distancing from traditional norms and stereotypes.  
 
The interpellation process refers to the processes in which the viewer either acknowledges                         
this rupture or is hailed to, in this study, take part in a fracture of normative gender                                 
discourses. The latter is exemplified in the ‘Killer Queen’ commercial, as mentioned in the                           
individual analysis. The narrative of the commercial aims to hail and to interpellate viewers                           
to a sense of empowerment, liberation and action. As an agent of change and empowerment,                             
the commercial conveys this energy to the viewer by creating a subversive discourse that                           
intends to establish an ideological statute of self­governance. 
Furthermore, the narrative in ‘Miss Dior’ institutes a rupture from traditional gender                       
roles established as an ideological framework and refers to the emancipation of women from                           
the institution of marriage. During the commercial, the protagonist is presented as having an                           
internal battle between getting married and following the norms, or to renounce this vow and                             
run away to a desired dream of self­governance. In connection to Betty Friedan’s perception                           
of women in the ​The Feminine Mystique​, it could be said that the narrative of ‘Miss Dior’                                 
represents the ‘feminine mystique’: “All they [women] had to do was to devote their lives                             
from earliest girlhood to finding a husband and bearing children” ​(Friedan, 2001: 44). The                           
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 commercial frames this traditional representation of marriage in black and white, whereas the                         
scenes change in colour when the protagonist decides to abandon the wedding and pursue a                             
different life path.  
 
Liberation, in this sense, forms part of an ideology that intents to diverge from traditional                             
gender roles. In relation to this, it could be said that the traditional norm of this particular                                 
narrative intends to represent marriage as a tradition that is not necessarily an intrinsic part of                               
the contemporary societal expectations of women. The commercial conjures a distinct form                       
of thought which subsequently creates a shift in the correspondent values according to the                           
ideology of this epoch. Thus, as the traditional values of marriage are being left behind and                               
considered ‘old­fashioned’, the commercial attempts to ‘naturalise’ new trends, visions,                   
ideologies regarding gender, which are associated with the liberation and empowerment of                       
women. 
 
Furthermore, as the discourses on liberation display women possessing traditionally                   
considered masculine characteristics, the narrative and the core ideology of these                     
commercials is built not only upon the attitude of the protagonists, but also upon the objects                               
and scenarios that form the commercial itself. Motor vehicles are mastered by the                         
protagonists which transmits to the viewers a vision of women pursuing activities that have                           
previously been considered only relevant to men: namely the use of cars and motorcycles. In                             
order to exemplify this, the ‘Coco Mademoiselle’ commercial portrays the protagonist riding                       
a motorcycle, wearing a motorcycle suit, having short hair and jumping out from a window.                             
These actions are considered an intrinsic part of the character’s distinctive qualities that later                           
on embody the myth of liberation. Keira Knightley is presented as a fearless woman; she                             
thrives throughout the commercial and is presented neither as weak nor graceless ­ driving                           
the motorcycle is shown to be a natural and confident action. The ‘Gucci Bamboo’                           
commercial presents a similar narrative in which the protagonist is seen driving a car,                           
switching up a gear, while the voiceover in the background says, “She controls”.  
The attitude of the protagonists in this context presents a liberation from gender                         
categories not only in the relation to their actions but also in relation to material objects. The                                 
latter causes a rupture of these stereotypical images and establishes a different discourse that                           
interpellates viewers to become part of this wave of liberation and egalitarianism.  
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Sexual liberation 
According to the narratives outlined in the chosen commercials, liberation is also linked to                           
sexuality. In numerous of the commercials, women are presented as sensual and feminine,                         
wearing semi­revealing clothes and acting in a seductive manner. It can be said that this is                               
done in order to attract attention and evoke erotic feelings. This assumption regarding                         
sexuality can also be linked to earlier studies conducted within feminist film theory which                           
concerns the representation of women as objects of desire (see, for instance, Mulvey, 1999).                           
On the contrary, the freedom of sexuality depicted in the commercials starring female                         
protagonists can also be associated with sexual liberation. 
 
Initial feminist critics talked of women’s expression of sexuality in films and advertisements                         
to be a spectacle for male audiences. Notably, since advertising companies aim to trigger the                             
interest of consumers, evoking feelings of sensuality or eroticism through the depiction of                         
sexualised characters can accomplish this. In the case of the ‘Heat’ fragrance commercial,                         
Beyoncé, as the protagonist, displays a rather alluring character. The steaming room, the                         
colour red signifying love and passion along with her actions and seductive expressions                         
create an environment of ‘heat’, as the name supposes. At first glance, it can be said that the                                   
protagonist aims to provoke a sense of sensuality when addressing her romantic partner,                         
however, since no specific person is shown in the video, she seems to be addressing the                               
audience. A similar pattern is presented in ‘Killer Queen’, where Katy Perry, as the                           
protagonist, is shown to possess strong and rather sexual qualities, mainly regarding her                         
appearance. The semi­revealing dress and high heels in combination with the colour red,                         
which signifies passion, can be considered characteristic of sexappeal which tempts the male                         
audience. Thus, this interpretation portrays a kind of dependency on the male gaze, rather                           
than a type of sexual liberation for women. 
On the contrary, the same commercials can evoke a different kind of interpretation.                         
The fact that Beyoncé and Katy Perry both appear without a companion may suggest that                             
they ought to be perceived as independent, even regarding the expression of their sexuality.                           
They are free to present and please themselves in any way they desire and not be considered                                 
as objects of the male gaze. Taking into consideration their personal stories and aspirations,                           
they both have expressed their support for the empowerment of women, thus, with the                           
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 promotion of their products, they seem to also promote the advocacy of feminist related                           
issues. In this sense, there seems to be a discrepancy regarding the presentation of women’s                             
sexuality and the ideologies situated within it.  
The initial interpretation falls into a long­established ideology regarding women’s                   
position within patriarchal societies, where they are perceived as inferior to men and are                           
portrayed as objects of men’s desire in films and advertisements. Historically, this idea has                           
become particularly prevalent concerning the power relations of men and women. As                       
Althusser points out “a theory of ideologies depends in the last resort on the history of social                                 
formations, and thus on the modes of production combined in social formations, and of the                             
class struggles which develop in them.” (1971: 159). In relation to this, when concerning                           
social formations regarding relations between the sexes, the position of women is presented                         
as inferior to men and, in this manner, creates gender struggles. Althusser further states that,                             
paradoxically, ideology also has no history, since it is an illusion created throughout the                           
history of social formations (ibid: 160). The latter suggests that since social formations can                           
historically alter, so can the ideologies around gender ideals, including women’s sexuality. 
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 6. Discussion 
The following chapter includes our reflections on the findings presented in the individual and                           
combined analysis. The analyses have revealed that gender stereotypes are prevalent within                       
contemporary fragrance commercials, and that diverse associations are attributed to the                     
characters depending on if the are presented as male or female. The polarised gender system                             
created within cultural structures will be discussed by raising the following questions: if we                           
assume that gender identity is indeed an illusory notion, what does this entail? How can the                               
structures be destabilised in order to open up for more possibilities regarding gender                         
categories? This will be carried out through the theoretical perspectives of Michel Foucault                         
(1982) in relation to power and agency; Althusser in reference to interpellation and Butler in                             
terms of gender as a performative act.  
 
6.1 Reflections on the findings 
By analysing how gender is portrayed in TV commercials, a quite consistent theme became                           
apparent in terms of how gender roles are portrayed: men are more often than not depicted as                                 
handsome, ‘action­creating’ characters that exercise control over women. Women, on the                     
other hand, are generally portrayed as more passive, sensual and feminine. Ideologies of what                           
‘real’ men and women are considered to be are thus reinforced throughout the commercials.                           
The male protagonists are portrayed as possessing stereotypical masculine virtues such as                       
physical strength, successfulness, and ‘gentlemanly’ behaviour. Whereas by analysing how                   
the female protagonists are depicted, it became evident that their depiction oftentimes can                         
signify both liberation from stereotypical patriarchal structures as well as dependency on the                         
male gaze. It is, however, interesting to note that it was only in the commercials aimed at                                 
women that the theme of liberation was identified. 
 
Generally, a rather restricted gender discourse appears to dominate the commercials; men are                         
strong and in control of situations, and women are feminine and to some degree inferior to                               
men, which can be said to create gender struggles. The gender discourse is founded on what                               
Althusser terms ‘the ruling ideology’, or in this instance referring to ideologies regarding the                           
‘ruling gender’. Men have historically been perceived as dominant and when reflecting on the                           
results of the analyses it becomes visible that the commercials partly reinforce and promote                           
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 these already established gender ideologies. Following Althusser’s theory of Interpellation                   
and Adorno and Horkheimer’s notions on popular culture, an indication of interpellation                       
becomes apparent; men and women are seemingly interpellated into conforming to the ruling                         
gender ideals reproduced in the commercials. Adorno and Horkheimer explain how popular                       
culture, which commercials can be considered a part of, presents patterns of sameness and                           
standardization which subsequently transform individuals into subjects (Adorno &                 
Horkheimer, 1997: 94­95). This corresponds with the pattern of material wealth which was                         
present in many of the commercials and is depicted as an ideal to aspire to. This assents to a                                     
capitalist way of thinking where the ruling class dominates the working class (Althusser,                         
1971: 137).  
 
Departing from Althusser’s theory of interpellation enables a suggestion as to what                       
consequences the unequal gender power distribution, a general pattern identified in the                       
commercials, can mean for the broader public. Building on the points made in the previous                             
passage, the Ideological State Apparatus hails its subjects into the pattern of sameness which                           
works towards unequal power distribution and a skewed perception of success, beauty and                         
liberation between the genders. The interpellative forces compel the subjects to maintain and                         
reproduce the boundaries of gender laid out by the ideological state apparatus. Subsequently,                         
the subject is forced into a categorisation of either being one of the successful, suit­wearing                             
men, or defining themselves as a beautiful and fragile woman. This categorisation is aided by                             
the use of Barthes’ concept of myth in which the commercial industry seeks to naturalise the                               
very existence of binary categories. Consequently, the Ideological State Apparatus attempts                     
to ensure the categorisation and reproduction of two distinct categories in order to maintain                           
the productive systems within the cultural framework.  
 
Reflecting on the implications in the broader public, the ideological state apparatus of                         
capitalism serves to reinforce and distribute its materialistic values among its subjects. This is                           
done in order to sustain and promote the mass productive organs and their products. The                             
meanings ascribed and associated to the products distributed to the public interpellates and                         
subjectifies the individual to ideas put forth by the Ideological State Apparatuses.                       
Consequently, the subjects are trapped in narratives promoting a uniform and unequal                       
distribution of agency, success and power.   
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However, seeing as the theory of interpellation takes for granted that subjects are hailed into                             
the mind­set of the Ideological State Apparatus, it does leave some unanswered questions                         
with regards to the commercials studied in this paper. There is, for example, no category of                               
homosexuality or transgender being represented, so how do the subjects that identify with                         
these categories define, maintain and reproduce their own specific categories? And how are                         
they constructed in relation to gender and performativity? ​If ideological apparatuses are                       
considered to interpellate and often manipulate audiences, what is the role of the individual?                           
Are cultural meanings regarding gender embedded in individuals? Can individuals employ a                       
sense of agency? ​However, difficult it is to answer these questions, we will discuss them for                               
the purposes of this paper, in order to argue for the individual’s role within the process of                                 
interpellation in regards to the formation of gender ideologies. 
 
6.2 Interpellation: a determinant factor? 
Althusser’s theory of interpellation, having its basis on the Marxist model, focuses on the                           
formation of subjects by social institutions and practices. By focusing on ideological state                         
apparatuses, we have located a form of power that originates from ‘above’, and that can                             
interpellate subjects into the ways they ought to perform and regard gender. ​If one agrees that                               
the culture industry has a profound effect on people's sense making practices and governing                           
rules of behaviour (Adorno & Horkheimer, 1997), then theories regarding ideological                     
formations resulting from ideological apparatuses serve as a pertinent source for this project.                         
The theories account for the effect that ‘grand narratives’ can have on a population, even                             
though ‘free’ individuals in Western society still conform to governing stereotypes and mass                         
proliferated cultural ideals.  
In turn, these mass proliferated cultural ideals serve to ​promote productive ideologies                       
that permeate capitalist society and are constantly reproduced within a bourgeois citizenry                       
(Althusser, 1971). Once these ideologies have been firmly established, the citizen may then                         
work hard, start a family and be a part of a dedicated workforce that hopes to achieve a                                   
version of success in the climate of capitalism. Furthermore, although these attributes are                         
considered by Althusser as imaginary (Althusser, 1971: 162), they become realised by                       
controlling the imaginations of the public and ‘enslaving’ their minds in order to propagate                           
ruling class ideologies (ibid.: 163). Through constant exposure to, and education in, gender                         
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 ideologies the imagined imagery becomes a part of the reality for the citizenry residing in it,                               
thereby reproducing and sustaining its ‘truths’ with no room to question it. Butler explains                           
the persistence of gender categorisation by referring to a social policy which regulates gender                           
performance on the basis of a penalty and award system. The subject is sanctioned if not                               
compliant and if gender is performed well the subject is reassured that essentialised forms of                             
gender exist (Butler, 1988: 528). Althusser regarded subjection as a result of interpellation, in                           
which the subject could not escape (Althusser, 1971: 182). Michel Foucault, however,                       
presents a different view on power and dominance that endows the subject with agency; a                             
degree of choice and subversion.  
As Foucault contends, studying subjection in connection to domination and                   
exploitation is inevitable, however, they ought to not be considered the final determinants or                           
causes (1982: 782). Even though, as Butler states, actors are onstage ready for their gender                             
performance, individuals should not be perceived as passive beings that conform and follow                         
certain commands. It is rather that: “the gendered body acts its part in a culturally restricted                               
corporeal space and enacts interpretations within the confines of already existing directives.”                       
(Butler, 1988: 526). In this way, the audiences of TV commercials are not to be perceived as                                 
passive individuals ‘trapped’ into a restricted space of gender performances. The formation                       
and construction of gender, as a cultural act, does not only depend on Ideological State                             
Apparatuses, as Althusser proposes, but they are also linked to other forms of power and                             
control. Thus, it is not only a matter of studying the influence of social apparatuses on the                                 
subjects; in this case the effect of advertising on the audiences, but rather the ​form ​of power                                 
as Foucault suggests. 
 
This contrast between subjection and domination is a rather prevalent notion in our society,                           
and its existence lies in the formation of a new kind of system: the state, which is considered                                   
to be a powerful, dominant entity that focuses on totality rather than individualisation                         
(Foucault, 1982: 782). This notion of the powerful state can also derive from Althusser’s                           
argument on the influence of state apparatuses. However, Foucault argues that “the state’s                         
power (and that’s one of the reasons of its strength) is both an individualizing and a totalising                                 
form of power.” (ibid.). It is not just a matter of freeing one’s self from the state’s constraints,                                   
but rather from this individuality. This can be done if one attempts to “promote new forms of                                 
subjectivity through the refusal of this kind of individuality which has been imposed on us for                               
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 several centuries.” (ibid.: 785). The question of agency now becomes apparent as ‘grand                         
narratives’ are being challenged in modern times. One need not conform to the images and                             
expectations imposed on them from the state, however, they may run a serious risk if they do:                                 
“The ruler no longer says: ‘Either you think as I do or die.’ He says: ‘You are free not to                                       
think as I do . . . But from this day on you will be a stranger among us.’” (Adorno &                                         
Horkheimer, 1997: 105­106). Thus, if one diverges from societal (constructed and                     
maintained) norms, one risks being ostracised from a majority and may become subject to                           
scrutiny.   
 
The influence of TV commercials can be perceived as a form of power, since it promotes                               
various ideologies regarding gender. The representations and roles of men and women are                         
explicitly presented in order to remind individuals of social expectations regarding gender.                       
Women are expected to appear elegant and attractive, mainly portraying inferiority, whereas                       
men are expected to appear physically strong, depicting a sense of leadership. Audiences                         
presented with these images may unconsciously accept and act according to the cultural                         
codes presented and in this way conform to gender standards. However, what if it is not a                                 
matter of power and control originating from an organised system, such as the advertising                           
industry? Foucault moves further from the conception of power as control, and suggests that                           
“[p]ower exists only when it is put into action, even if, of course, it is integrated into a                                   
disparate field of possibilities brought to bear upon permanent structures.” (Foucault, 1982:                       
788). Power then exists and it is exercised throughout various instances in everyday life.                           
Advertisements might have an impact on the ways subjects perform individual acts, it is,                           
however, also a matter of the practices taking place within discourse. Thus, the study of                             
power does not always concern institutions, but also power relations (1982: 786).                       
Subsequently, the agency of individuals actually takes place within power relations. This                       
suggests that gender identity is not already established and ready to be taken on; something                             
that one simply accepts. Its negotiation can take place within the individuals’ relations, and                           
its relevance might become apparent if social relations between individuals are studied. 
 
The definition of power and the formation of subjectivity given by Foucault, allows for a                             
different kind of perspective concerning the subject. Rather than viewing power as ‘above’                         
society, having the authority to form gendered subjects, his conception focuses on the                         
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 individuals and their relations. This allows for more possibilities regarding gender categories                       
since subjects can then behave and ‘act’ their gender as they wish within social practices.                             
And, even though the impact of the media is to a high degree substantial, the relations and                                 
actions of individuals in everyday experiences also contribute to the construction and possible                         
maintenance of gender ideals and stereotypes. As Foucault states: “[p]ower is exercised only                         
over free subjects, and only insofar as they are free.” (1982: 790). Thus, even though the                               
theories and the analysis of commercials might suggest that interpellation originates from the                         
powerful position of the media today, we would also propose the study of power taking place                               
from ‘below’.  
In regards to this paper’s theories and assumptions, gender is considered to be                         
performed and gender roles are perceived to be reinforced by ideological apparatuses (family,                         
school, social environment, etc.), in this case mainly by advertisements. However, if gender                         
is performative; constructed by a series of acts, and the influential forms of power posed on                               
the subject are various, then there can be a possibility for gender identity to be constructed                               
differently. As Butler states, ​“gender identity is a performative accomplishment compelled by                       
social sanction and taboo. In its very character as performative resides the possibility of                           
contesting its reified status.’’ (1988: 520). Even though, as we have stated, advertisements                         
strategically aim to maintain gender binaries due to this ‘social sanction’, the acts that                           
construct gender can actually be enacted differently.  
 
In order to challenge and eventually eradicate the notion of gender and gender performance,                           
Butler first seeks to emphasise that gender is a performative act. ​She combats and attempts to                               
revise several centuries of perceived gender difference and subordination/domination. Several                   
ancient and modern texts exist that distinguish male from female and their associative traits,                           
thus establishing several discourses on gender:  
 
“In Aeschylus’s trilogy, ​The Oresteia​, victory is granted by Athena to the male 
argument, put by Apollo, that the mother is no parent to her child. The victory of the 
male principle of intellect brings to an end the reign of the sensual female Furies and 
asserts patriarchy over matriarchy.” (Selden, et. al., 2005: 115) 
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 The above quote is mentioned in a chapter entitled ‘Feminist theories’ and is included in a list                                 
of ideas which had historically categorised women as inferior or subjected to men. Following                           
a critique of contemporary feminist attempts to essentialise ‘woman’ as a stable and universal                           
entity, Butler progresses to question the notion of gender, and sex itself, by regarding it as a                                 
type of performance, ​a “stylized repetition of acts” ​(1988: 519). She addresses gender from a                             
phenomenological approach and considers “the meanings things have in our experience”.​65                     
Butler furthermore regards gender as a social construct, an illusion which preserves itself                         
through discursive acts and performed identities. In her article ‘Performative Acts and                       
Gender Constitution: An Essay in Phenomenology and Feminist Theory’ (1988), she states                       
that:  
 
“If the ground of gender identity is the stylized repetition of acts through time, and not                               
seemingly seamless identity, then the possibilities of gender transformation are to be                       
found in the arbitrary relation between such acts, in the possibility of a different sort                             
of repeating, in the breaking or subversive repetition of that style” (1988: 520).  
 
Naturally, in recognising that gender codes are repeated (i.e. through traditional clothing,                       
coiffures, occupations and habits) through time, one may inquire as to whether such practices                           
can be altered or re­constructed through various means. Butler has, on the other hand,                           
recognised the limitations of her theoretical comparisons between theatrical and social roles                       
and chooses to focus on the sanctions imposed on those who do not conform to the ‘social                                 
script’ (1988: 527). Ultimately, she strives “to show some ways in which reified and                           
naturalized conceptions of gender might be understood as constituted and, hence, capable of                         
being constituted differently” (1988: 520). The ‘scenes’ performed by the actors in the                         
commercials may well conform to pre­established gender stereotypes, ​for example in ‘Heat’,                       
‘Killer Queen’, and ‘Olympéa’, ​and may slightly diverge from them so as to create alternative                             
means of perceiving gender​, for example in ‘Coco Mademoiselle’, ‘Miss Dior’ and ‘Gucci                         
Bamboo’. ​However, clear distinctions still exist and are performed on a daily basis. What the                             
advertising industry may consider is the utility of an alternative method that may neutralise,                           
to a greater extent, gender differences and enhanced binary constructions. Following from                       
Butler’s theory that ‘if gender is performed, it can be performed differently’, one may wonder                             
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 what were to happen if the advertising industry employed ‘alternative’ and more egalitarian                         
forms of gender representation.  
What may be discussed here is the necessity for the commercial industry to utilise                           
gender as a method to sell a product. A report on the news outlet website ‘Quartz’ has                                 
revealed that “Our sense of smell is strongly tied to our emotions and sexual desires. . . To                                   
highlight that connection, advertisers emphasize the emotional power of scent, especially                     
when it comes to sex”​66 (based on Rachel Herz’s book, ‘The Scent of Desire’ [2007]).                             
Advertisers may then find it necessary to employ gender relations as binary and emphasise                           
the bodily differences between men and women to create a sense of attraction (both between                             
the audience and the product and the gender binary). Granted, these historically constructed                         
perceptions of gender are prevalent in contemporary Western society, however, since much                       
work in the field of Cultural and English studies seeks to account for the experiences of the                                 
marginalised, considering alternative constructions of gender (be it more egalitarian or                     
socially inclusive) may warrant more necessarily inclusive results for underrepresented                   
audiences. Therefore, if gender exists within a performance of acts, these acts can be said to                               
be performed differently. This alteration, however, lies in both the ideological apparatuses                       
that influence the perceptions on gender, as well as the power relations between the subjects.                             
In the case of advertisements, we argue that the maintenance of gender binaries may be                             
considered as a strategic tool utilised to attract the attention and sell products by presenting                             
narratives that are somewhat familiar to the audience. In this sense, the representation of                           
gender is sustained within a well­structured framework that serves to utilise the existing                         
cultural and social meanings in order to ‘sell’ ideologies.  
The fact that gender reality is then constituted through “sustained social performances                       
means that the very notion of an essential sex, a true or abiding masculinity and femininity,                               
are also constituted as part of the strategy by which the performative aspect of gender is                               
concealed” (Butler, 1988: 528). However, because the powerful forces of the social structures                         
make it seem impossible to escape language and politics, as Butler suggests, one ought to                             
criticise these structures from within (1990: 5).  
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 7. Conclusion  
The purpose of this paper has been to deconstruct gender binaries presented in televised                           
fragrance commercials. Putting them into perspective allowed for a discussion on how gender                         
is presented within advertising and what this entails for gender categories in society. It                           
became apparent that the restricted frameworks of representation are sustained by repetitive                       
forms of reference that do not allow a perception of gender as fluid. On the contrary,                               
stereotypical representations constitute the narratives of the commercials, reinforcing, in this                     
way, phallocentric ideologies with a predominant focus on heterosexuality. 
 
Referring back to the problem formulation; what the narratives of the selected commercials                         
reveal about social formations regarding gender roles, certain traits were realised that both                         
conform to and deviate from expected gender norms. The narrative of ‘liberation’ reveals that                           
a number of the commercials can be considered to participate in an insurgent movement that                             
aims to interpellate women to depart from traditional frameworks and, in addition, highlight                         
the need for them to be free and independent. This can be seen as an attempt to challenge                                   
traditional gender norms and deconstruct the conceptual system of gender. However, the                       
focus on physical appearance and on an expression of femininity ­ bearing no reference to                             
any other traits, reinforces the impression that women are not to be represented as part of the                                 
professional, labour­oriented world. 
On the other hand, the narrative of ‘success’ attributes characteristics that are mainly                         
present in the commercials aimed at men. The depiction of the protagonists as successful                           
mainly pertains to the male gender. The representation of males within these narratives                         
ascribe characteristics that relate to both the physical appearances of the protagonists and                         
their attitudes as part of a successful and therefore higher status. The representation of the                             
male characters within the commercials follows a linear convention where the attributes                       
ascribed to them do not deviate from traditional gender norms. Overall, the framework in                           
which the commercials operate can be considered to be rather restricted within standardised                         
ideas of gender. 
 
The binary opposition embedded in the narratives of the commercials rely on a static notion                             
of differences. A displacement of this binary opposition of gender lies within itself, since the                             
86 
 deconstruction of these binaries does not entail a dismissal of the system, but a realisation and                               
questioning of the well­organised system of thought (McQuillan, 2000: 19). 
 
Referring to why gender is restricted within a binary system of representation in the                           
commercials, the examination of gender representations and ideals has identified a strictly                       
defined gender framework reflected within advertisements that are being reproduced                   
cyclically and maintained for the disposition of individuals in society. If ideological                       
apparatuses present ideologies that sustain a restricted space of gender categories, where men                         
are presented as a predominant gender, then this representation of gender will also be                           
understood as a dominant regime of power. The maintenance of this dominant ideology can                           
be said to serve as a motive to sustain a stability within social frameworks and orderly                               
organise individuals into categories, which also serves as a premise for “the exploitation of                           
people” (Althusser, 1971: 163). This exploitation of people functions as a tool to sustain and                             
reproduce capitalist ideals through which the division of people and wealth serve as a benefit                             
to the economic system. 
Indeed, the representation of women politically and culturally, as Butler argues, is                         
necessary, but it is also essential to question and reflect back on initial claims made by                               
feminist theory (ibid.: 530). In this sense, even though gender categories are very much                           
present within gender discourses, their reality lies within their performance, and it is this                           
performance that ought to be studied. Thus, institutions or apparatuses that reinforce a limited                           
space of possibilities for individuals ought to be questioned in order to prevent both                           
marginalisation within contemporary society and an emphasis to ‘belong’ in established                     
gender categories. 
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 Danish summary 
Formålet med projektet er at undersøge, fra et post­feministisk ståsted, hvordan kønsroller                       
præsenteres i kontemporære tv­reklamer. Ved at analysere ti udvalgte parfumereklamer har vi                       
søgt at skabe en diskussion centreret omkring hvordan mænd og kvinder fremstilles af                         
reklameindustrien, i den vestlige kultur i dag. Det teoretiske grundlag for projektet består af                           
Theodor Adorno og Max Horkheimers perceptioner omkring kulturindustrien (som blandt                   
andet indebærer tv­reklamer), og Louis Althussers interpellationsteori – begge funderet inden                     
for kulturstudier. At kulturteorier er inkluderet skyldes en interesse i at reflektere over                         
hvordan reklameindustrien kan styrke etablerede kønsroller i den vestlige verden. Ydermere                     
er Judith Butlers synspunkter, vedrørende dannelsen af kønsroller, præsenteret, samt anvendt                     
til at understøtte gruppens kritiske refleksioner omkring de etablerede kønsroller der                     
præsenteres i de ti parfumereklamer. 
Det metodologiske rammeværk inkluderer Ferdinand de Saussures ‘dyadic model’                 
samt Roland Barthes teori om ‘myth’. Ved at identificere de mest relevant signifikanter i                           
parfumereklamerne, i relation til kønsroller, har vi søgt at illustrere hvordan reklamefilmene                       
reproducerer stereotype kønsroller, og derved etablerer myter om hvordan henholdsvis mænd                     
og kvinder ​bør ​‘være’. Resultaterne fra analysen afløses af en diskussion hvor, eksempelvis,                         
Derridas dekonstrutionistiske tilgang er anvendt til at udfordre måden hvorpå kønnene                     
præsenteres i de førnævnte reklamer. 
  
Slutteligt, finder vi, at reklameindustrien delvist fremlægger en divers kønsperception, med                     
hovedvægt på diversitet i reklamerne målrettet kvinder. Det kan dog konstateres, at der er                           
fokus på de kvindelige hovedpersoners sensualitet og fysiske fremtoning, hvilket slører                     
budskabet om kvinders frigørelse fra stereotype kønsroller. Ydermere konkluderer vi, at                     
mænd til dels fastholdes i et traditionelt perspektiv, hvori en vestlig kapitalistisk tankegang                         
promoveres. 
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 Notes 
1​ http://genderqueerid.com/gq­terms​ (accessed 18­05­2016) 
2 ​Although Saussure’s model of the sign is used as a methodological strategy used to identify gender 
constructions, it is not the intention of this project to directly critique Saussurean structuralist 
linguistics using Derrida’s deconstructive gestures. Rather, deconstruction and the highlighted binary 
oppositions of gender are used in order to generate a discussion on gender roles and stereotypes that 
are perceived as prevalent in modern society. 
3​ https://www.youtube.com/watch?v=52Z5ob­6jNI​ (accessed 25­04­2016) 
4 
http://www.dior.com/beauty/en_int/minisite/th/miss_dior.html?utm_source=youtube&utm_content=tr
ueview_missdiorbb&utm_medium=social&utm_campaign=missdior_int_feb16#!/section/fragrance 
(accessed 25­04­2016) 
5​ http://www.color­wheel­pro.com/color­meaning.html​ (accessed 25­04­2016) 
6 
http://www.thelocationguide.com/blog/2015/02/ng­commercial­black­label­productions­films­miss­di
or­campaign­in­france­with­natalie­portman/​ (accessed 25­04­2016) 
7 ​However, at 0:23, a ‘flash forward’ scene is shown where the flowers are discarded. 
8 
http://www.dior.com/beauty/en_int/minisite/th/miss_dior.html?utm_source=youtube&utm_content=tr
ueview_missdiorbb&utm_medium=social&utm_campaign=missdior_int_feb16#!/section/backstage 
(accessed 25­04­2016) 
9 ​The character, Miss Dior, was in fact inspired by Christian Dior’s younger sister who, having 
returned from war, still expressed “a love of liberty . . . governed by the passion in her heart.” ibid. 
10​ https://www.youtube.com/watch?v=thBYpwy­d1s​ (accessed 24­04­16) 
11​ http://www.axs.com/new­killer­queen­fragrance­released­by­katy­perry­12931​ (accessed 10­04­16) 
12​http://www.usmagazine.com/celebrity­news/news/katy­perry­channels­marie­antoinette­is­nearly­un
recognizable­in­behind­the­scenes­pictures­from­killer­queen­ad­2013189​ (accessed 24­04­16) 
13 ​She was historically known for her passion in extravagant and elegant clothing, as well as her 
rebellious stance towards the era’s fashion statements. It is noteworthy the fact that during a notorious 
incident in her first appearance at the court, Marie Antoinette appeared not wearing her corset, an 
essential garment worn by mainly princesses that was called ‘grand corps’. 
http://fashionismymuse.blogspot.dk/2008/10/marie­antoinettes­corset­rebellion.html​  (accessed 
24­04­16) 
14​ http://thehistoryofthehairsworld.com/hair_18th_century.html​ (accessed 20­04­16) 
15​ http://www.bourncreative.com/meaning­of­the­color­red/​ (accessed 10­04­16) 
16​ https://www.youtube.com/watch?v=cN7gcNXhf8k​ (accessed 24­04­16) 
17​ http://www.luxurydaily.com/gucci­uses­hollywood­heroine­to­personify­allure­of­bamboo­scent/ 
(accessed 24­04­16) 
18​ http://www.bourncreative.com/meaning­of­the­color­silver/​ (accessed 13­04­16) 
19​ http://www.bamboobotanicals.ca/html/about­bamboo/about­bamboo.html​ (accessed 24­04­16) 
20​ http://www.vogue.com/13291385/gal­gadot­gucci­bamboo/​ (accessed 24­04­16) 
21​ https://www.youtube.com/watch?v=aRV­2_Un­kk​ (accessed 18­04­2016) 
22 
https://www.youtube.com/watch?v=TzTMMcuAFSI&index=12&list=PLnRThkeF5saFFhHflEkhgSrq
AiHO8vrE6​ (accessed 10­04­2016) 
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 23​ http://www.escentual.com/blog/2015/07/20/paco­rabanne­olympea­the­review/​ (accessed 
10­04­2016) 
24 ​ibid. 
25 ​Cleopatra was an Egyptian pharaoh who “​is celebrated for her beauty and her love affairs with the 
Roman warlords Julius Caesar and Mark Antony​.” 
http://www.bbc.co.uk/history/historic_figures/cleopatra.shtml​ (17­04­2016) 
26​ http://www.pacorabanne.com/olympea/en­WW/#!/goddess/lumagrothe​ (accessed 17­04­2016) 
27​ http://www.greekmythology.com/Olympians/Aphrodite/aphrodite.html​ (accessed 17­04­2016) 
28​ http://www.greekmythology.com/Myths/Creatures/Pegasus/pegasus.html​ (accessed 15­04­2016) 
29​ http://search.credoreference.com/content/topic/pegasus_greek_mythology​ (accessed 15­04­2016) 
30 ​What may explain her supernatural attraction is that Aphrodite “​also had a magical girdle that 
compelled everyone to desire her.​” 
http://www.greekmythology.com/Olympians/Aphrodite/aphrodite.html​ (accessed 17­04­2016) 
31 ​Who may signify the Greek god Ares, the god of war (and equivalent to the Roman god Mars). He 
had a love affair with Aphrodite, his sister. 
http://www.greekmythology.com/Olympians/Aris/aris.html​ (accessed 17­04­2016) 
32​ http://www.escentual.com/blog/2015/07/20/paco­rabanne­olympea­the­story/ 
(accessed 11­04­2016) 
33​ http://www.pacorabanne.com/olympea/en­WW/#!/goddess/lumagrothe​ (accessed 11­04­2016) 
34 ​ibid. 
35​ http://www.escentual.com/blog/2015/07/20/paco­rabanne­olympea­the­review/​ (accessed 
11­04­2016) 
36​ http://www.pacorabanne.com/olympea/en­WW/#!/goddess/history​ (accessed 11­04­2016) 
37​ http://www.escentual.com/blog/2015/07/20/paco­rabanne­olympea­the­review/​ (accessed 
11­04­2016) 
38​ http://www.pacorabanne.com/olympea/en­WW/#!/goddess/lumagrothe​ (accessed 11­04­2016) 
39​ https://www.youtube.com/watch?v=9JzEKkC95uo​ (accessed 11­04­2016) 
40​ http://www.bourncreative.com/meaning­of­the­color­red/​ (accessed 15/05/2016) 
41​ http://www.bourncreative.com/meaning­of­the­color­black/​ (accessed 16­05­2016) 
42​ http://edition.cnn.com/2014/12/12/showbiz/music/beyonce­feminism­yours­and­mine­video/ 
(accessed 17/04/2016) 
43​ http://www.bbc.com/news/entertainment­arts­22742051​ (accessed 17­04­2016) 
44 ​Uncensored Official Director’s Cut ­ YouTube [WWW Document], n.d. URL 
https://www.youtube.com/watch?v=aTbG1hG2AFA​  (accessed 04­17­16) 
45​ http://www.dior.com/beauty/en_int/minisite/th/dior_homme.html​ (accessed 26­04­2016) 
46​ https://www.youtube.com/watch?v=Q8lxGGx0R04​ (accessed 24­4­2016) 
47​ http://www.pacorabanne.com/invictus/en­WW/#!/perfumes/film​ (accessed 24­4­2016) 
48​ http://www.visual­arts­cork.com/famous­paintings/creation­of­adam.htm#interpretation​ (accessed 
17­04­2016) 
49​ http://www.directlyrics.com/kanye­west­power­lyrics.html​ (accessed 24­4­2016)   
50​ https://www.youtube.com/watch?v=Iu0e4fi1la8​ (accessed 25­04­16) 
51​ http://davelackie.com/simon­bakers­charming­new­ad­campaign­for­givenchy/​ (accessed 
24­4­2016) 
52​ https://www.givenchybeauty.com/en/fragrances/gentlemen­only​ (accessed 24­4­2016) 
53​ https://www.givenchybeauty.com/en/content/casual­confidence­gentlemen­only­casual­chic 
(accessed 17­04­2016) 
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 54​ https://www.youtube.com/watch?v=Rs_wFbECVws​ (accessed 13­04­2016) 
55​ https://www.fragrances.hugoboss.com/uk/men/boss/bottled/​ (accessed 13­04­2016) 
56​ https://www.youtube.com/watch?v=o_yLTl4wLbE​ (accessed 15­04­2016) 
57​ http://www.oxforddictionaries.com/definition/english/success​ (accessed 18­05­2016) 
58​ http://www.merriam­webster.com/dictionary/success​ (accessed 19­04­2016) 
59​ http://www.lamborghini.com/en/masterpieces/miura/​ (accessed 19­04­2016) 
60​ http://www.lamborghini.com/en/masterpieces/miura/#!slide/3908​ (accessed 19­04­2016) 
61 ​Dior Homme’s message is inspired by James Dean, the ‘icon of cool teenage rebellion’, and on their 
website reads: “Life is short, break the rules (they were made to be broken)” 
http://www.dior.com/beauty/en_int/minisite/th/dior_homme.html​ (accessed 19­04­2016). The 
commercial of ‘Coco Mademoiselle’ portrays the main character to be ‘independent’ and 
‘mischievous’ 
https://www.youtube.com/watch?v=aRV­2_Un­kk​ (Video description, accessed 10­04­2016). 
Givenchy’s ‘Gentlemen Only’ fragrance advert “personifies the modern gentleman with a natural, 
individualistic character and an effortless sense of style ­ the masculine ideal of the 21​st​ century.” 
https://www.givenchybeauty.com/en/fragrances/gentlemen­only​ (accessed 19­04­2016) 
62 ​How do I know what's a likely interpretation? (2003). In A. McKee (Ed.), Textual Analysis. (pp. 
84­118). London, United Kingdom: SAGE Publications Ltd. doi: 
http://dx.doi.org.molly.ruc.dk/10.4135/9780857020017.n4​ (accessed 19­04­2016) 
63​ http://www.marketingcharts.com/television/average­hour­long­show­is­36­commercials­9002/ 
(accessed 19­04­2016) 
64 ​ibid. 
65​ http://plato.stanford.edu/entries/phenomenology/#1​ (accessed 07­05­2016) 
66​ http://qz.com/607180/why­are­perfume­commercials­so­incredibly­awful/​ (accessed 07­05­2016) 
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